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INTRODUCTION 


Pantomime,  one  of  the  oldest  arts  of  the  theater,  has  received 
little  attention  in  our  country  until  very  recent  years.  The  term 
has  been  applied  to  such  various  forms  of  drama  in  the  long 
history  of  the  theater  that  we  may  well  ask  what  is  the  real 
meaning  of  The  Art  of  Pantomime . 

In  ancient  Greece,  the  pantomime  was  the  actor  and  also  his 
performance  when  he  translated  into  gesture  or  movement  the 
thought  which  the  chorus  was  expressing.  In  the  rich  period  of 
Elizabethan  drama  the  “  groundlings  ”  continued  to  demand  the 
“  inexplicable  dumb  shows  and  noise  ”  which  the  farcical  pan¬ 
tomimes  of  the  day  presented.  France,  borrowing  from  Italy 
and  developing  the  form  to  a  higher  degree,  made  of  the  corn- 
media  dell’  arte  one  of  the  most  distinct  dramatic  forms.  Its 
characters  were  Pierrot,  Columbine,  Harlequin;  its  costumes 
were  formalized,  fantastic;  its  action  was  limited  to  certain  ele¬ 
ments  of  farce.  Moliere  knew  the  value  of  its  excellencies  and 
made  use  of  them.  To-day  in  England,  the  Christmas  pan¬ 
tomime  is  a  medley  of  burlesque,  musical  comedy,  and  vaude¬ 
ville  which  has  forgotten  that  the  term  means  only  the  wordless 
expression  of  sentiments,  emotions,  ideas  by  gesture  or  move¬ 
ment. 

In  America  we  know  pantomime  chiefly  as  an  element  of  the 
interpretative  dance.  Only  rarely  has  the  form  been  dignified 
by  presentation  in  the  legitimate  theater,  as  in  the  exquisite  in¬ 
terlude  of  The  Beggar  on  Horseback  or  in  the  charming  pan¬ 
tomime  played  by  Laurette  Taylor,  Pierrot  the  Prodigal.  This 
kind  of  pantomime  is  accompanied  and  interpreted  by  music, 
or  it  may  be  itself  an  interpretation  of  the  music.  To-day  the 
most  advanced  schools  in  the  dance  make  pantomime  an  element 
in  training  for  that  art.  In  fact,  it  was  Miss  Elizabeth  Gardiner, 
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of  the  Tchernikoff-Gardiner  Studios  in  Washington,  who  first 
brought  this  treatise  of  Aubert  to  our  attention.  All  who  are 
interested  in  this  method  of  dramatic  expression  will  find  The 
Art  of  Pantomime  a  valuable  contribution. 

But  the  service  which  this  book  renders  to  the  technique  of 
the  drama  is  far  wider  than  its  application  to  pantomime  proper. 
Before  the  moving  picture  was  developed,  Charles  Aubert 
had  recorded  and  discussed  these  innumerable  gestures  and  ex¬ 
pressions  by  which  the  actor  may  convey  to  the  eye  an  idea  or 
an  emotion.  The  moving  picture  screen  may  gain  much  from 
this  treatise  with  its  lavish  and  illuminating  diagrams. 

For  the  legitimate  stage  too  there  is  material  here  which 
offers  an  opportunity  to  overcome  the  limitations  and  the  slack¬ 
ening  which  many  bemoan  in  the  acting  of  our  day.  The  director 
who  deals  with  amateur  and  novice  American  actors  is  con¬ 
stantly  appalled  by  the  lack  of  expressiveness  in  our  native  face. 
The  “  wooden  ”  or  “  frozen  ”  expression  with  which  our  young 
American  expresses  the  most  passionate  sentiments  has  defied 
many  a  veteran  director.  Here  is  a  textbook  which  should  melt 
the  most  rigid  features  into  flexibility  and  expressiveness.  As 
Monsieur  Aubert  says,  “  The  best  way  to  perfect  dramatic  work 
is  to  play  pantomimes,”  and  his  diagrams  offer  to  any  earnest 
student  of  the  art  of  acting  a  vast  variety  of  opportunities  to 
cultivate  and  perfect  this  art. 

Those  of  us  who  have  used  the  volume  in  the  original  French 
are  grateful  to  Mrs.  Sears  for  putting  it  within  reach  of  all 
students  and  teachers  of  acting  through  her  faithful  translation. 
We  particularly  commend  to  the  amateur  the  chapter  on  the 
Staging  of  Pantomime,  with  its  admirable  advice  to  directors, 
and  the  many  diagrams  illustrating  facial  expression. 

Sibyl  Baker 

Director,  Community  Center  Department 

Public  Schools  of  the  District  of  Columbia 

Washington,  D.  C. 

February  i,  1927 


THE  ART 
OF  PANTOMIME 


GENERAL  IDEAS 


The  language  of  action,  or  dumbshow,  is  universal;  the  ways 
of  expressing  emotion  are  identical  among  different  races  of 
mankind. 

Pantomimes  are  theatrical  performances  played  in  the  lan¬ 
guage  of  action. 

Acting  is  the  art  of  registering,  by  all  possible  means,  but 
principally  by  one’s  self,  with  one’s  own  body,  all  the  visible 
movements  by  which  human  emotions  and  thoughts  are  mani¬ 
fested.  The  Art  of  Pantomime  is  the  necessary  assistant  to  any 
art  which  attempts  to  represent  man  as  thinking,  feeling  or 
doing. 

Above  all,  the  art  of  expression  is  the  fundamental  element  of 
the  theater,  action  being  the  clearest,  the  most  impressive  and, 
may  one  say,  the  most  contagious  language  because  the  specta¬ 
tor  who  sees  a  more  or  less  intense  emotion  portrayed  by  acting, 
finds  himself  drawn  by  the  power  of  the  quality  of  imitation,  to 
share  and  to  feel  himself  the  emotion  of  which  all  the  signs  are 
shown  to  him. 

Indeed,  it  may  be  argued  that  as  the  object  of  spoken  words 
in  a  play  is  only  to  explain  the  motives  of  action,  they  should  be 
considered  the  secondary  element,  but  the  contrary  is  the  prev¬ 
alent  opinion.  Literature  as  a  means  of  expression  has  at¬ 
tained  such  a  high  degree  of  perfection,  and,  at  the  same  time, 
action  has  been  so  neglected,  that  it  is  the  latter  which  passes 
unnoticed,  and  the  importance  of  its  role  is  not  suspected.  But 
the  place  accorded  it  signifies  little.  It  offers  the  benefits  of  its 
powerful  aid  to  artists  in  general,  and  actors  in  particular.  So 
it  is  for  them  this  volume  is  principally  intended. 

Acting  includes  attitudes,  facial  expressions,  and  gestures;  in 
fact  all  bodily  movements :  it  includes  also  laughter,  tears,  cries 
and  all  spontaneous  inflexions  of  the  voice. 
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Dramatic  movements  are  divided  into  five  kinds,  namely: 

1.  Action  movements,  which  are  simply  and  solely  those  nec¬ 
essary  to  perform  an  act:  — to  dance,  walk,  etc. 

2.  Character  movements: — These  are  permanent,  and  de¬ 
termine  the  character,  the  habits,  and  the  quality  of  an  im¬ 
personation. 

3.  Instinctive  movements:  —  These  are  spontaneous,  invol¬ 
untary  and  betray  an  emotion,  a  moral  or  physical  sensation. 

4.  Descriptive  or  speaking  movements:  — These  are  volun¬ 
tary,  studied,  constructed  and  aim  to  express  a  thought,  a  need, 
a  wish;  or  to  describe  a  person  or  an  object;  or  to  indicate  a 
place  or  direction. 

5.  Complementary  movements: — These  consist  of  the  co¬ 
operation  of  the  whole  body  in  the  meaning  indicated  by  the 
chief  movement  so  that  this  expression  is  given  more  force  and 
harmony. 

A  dramatic  expression  to  be  complete  requires  at  the  same 
time:  posture,  facial  expression  and  gesture.  Characterizations 
consist  mostly  of  postures.  Portrayal  of  emotion  is  produced 
mainly  by  facial  expression.  Descriptive  or  speaking  action 
consists  mainly  of  gestures  made  with  the  hands. 

For  an  actor,  the  art  of  registering  consists  in  gaining: 

1.  Flexibility  and  mobility  of  the  body,  limbs  and  facial 
muscles. 

2.  Knowledge  of  all  the  movements  he  can  execute. 

3.  Ease  and  precision  in  executing  these  movements. 

4.  Perfect  understanding  of  the  meaning  of  each  of  them. 

A  survey  of  all  the  movements  which  can  be  executed  by  the 
body,  the  limbs,  the  muscles  of  the  face,  and  the  hands,  will  first 
be  taken,  and  the  meaning  of  each  movement  noted  in  passing. 

Moreover,  just  as  a  person  understands  better  and  uses  more 
aptly  a  word  whose  etymology  he  knows,  it  is  true  that  the  im¬ 
port  of  a  movement  can  be  better  grasped  and  carried  out  with 
greater  exactness  if  he  knows  the  origin  of  this  movement  and 
its  primitive  meaning. 
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We  will  try  to  untangle  the  etymology  of  gestures,  or  rather, 
we  will  humbly  submit  some  ideas  on  this  subject,  though  many 
noted  scholars  have  already  treated  this  subject  without  coming 
to  an  agreement. 

In  the  present  line  of  research,  the  reader  should  let  himself 
be  guided  by  the  principle  of  utility.  Perhaps  in  the  majority  of 
cases  the  physiological  utility  which  existed  in  a  primitive 
state,  persists  yet,  and  always  will.  Really  there  is  no  reason 
why  the  signs  of  the  desire  to  weep,  (Fig.  i),  should  not  be  ex- 


Fig.  i. 


Fig.  2. 


actly  the  same  among  our  contemporaries  as  among  our  re¬ 
motest  ancestors. 

As  has  been  pointed  out,  all  dramatic  movements  are  not  of 
the  same  nature. 

Thus  there  is  a  noticeable  difference  between  the  instinctive 
expression  of  weeping  (Fig.  2),  where  it  is  evident  that  all  the 
muscular  changes  of  the  face  which  cooperate  to  form  it  occur 
spontaneously,  without  control  by  the  will  and  even  against  the 
will,  and  the  speaking  expression  of  imploring,  of  pitying,  where 
the  will  is  manifest  (Fig.  3 ) .  Here  the  expression  is  at  the  same 
time  voluntary,  studied,  and  constructed.  The  lines  of  the  fore¬ 
head  in  opposite  directions,  the  brows  both  raised  and  drawn 
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together,  the  cheeks  raised  and  puffed  under  the  eyes,  the  lips 
pouting,  are  indeed  the  beginning  of  the  act  of  weeping. 

The  idea  is:  I  suffer  enough  to  weep.  Have  pity. 

On  the  other  hand,  lips  which  are  put  forward  as  if  for  a  kiss, 
supreme  sign  of  good  will,  suggest  the  idea  of  good:  Be  good. 
Give  me. 


Lastly  the  bent  head  means:  I 
bow  down.  I  humble  myself. 

These  are  not  of  necessity  shown 
in  the  face  of  the  beggar.  He  can 
take  them  up  voluntarily  with  the 
object  of  exciting  pity;  they  are  like 
a  mask  which  can  be  removed  and 
put  on.  In  short,  it  is  a  language 
carefully  thought  out. 

To  sum  up,  instinctive  move¬ 
ments  of  expression,  which  spon¬ 
taneously  take  place  with  the 
object,  doubtless  efficacious,  of  re¬ 
lief,  of  defense  or  preservation  of 
the  human  race,  have  never  varied, 
they  always  have  the  same  use,  and 
therefore  require  no  other  explanation. 

It  is  not  necessary  to  know  why  grief  or  physical  pain,  by 
action  on  a  certain  nerve,  forces  a  certain  muscle  to  move,  which 
in  its  turn  acts  upon  a  certain  gland  and  determines  finally  a 
certain  grimace  at  the  same  time  that  tears  burst  forth.  These 
are  physiological  problems,  and  their  solution  is  not  indispensa¬ 
ble  to  the  result  sought  here. 

On  the  other  hand,  it  is  very  interesting  to  analyse  speaking 
expressions,  which  are  usually  complex,  and  which  may  have 
had  a  primitive  significance  different  from  the  one  attached  to 
them  today. 

It  is  worthy  of  notice  that  instinctive  expressions  appeal 
directly  and  instantly,  while  often  speaking  movements  are 
more  suggestive,  that  is,  they  do  not  explicitly  designate  the 
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thing  indicated,  but  suggest  it  by  means  of  the  association 
of  ideas. 

Notice  carefully  the  following  remarks  which  readers  will 
have  many  chances  of  verifying  by  pursuing  this  study: 

All  expressions  which  are  stamped  by  will  and  intelligence,  in 
whatever  degree,  such  as  covetousness,  anxiety,  reflexion,  inteL 
lectual  effort,  scorn,  disgust,  horror,  anger,  defiance,  combative¬ 
ness,  bravery,  pride,  struggle  against  trouble,  etc.,  are  always 
characterized  by  drawing  the  eyebrows  down  and  together, 
forming  at  the  base  of  the  forehead  vertical  wrinkles,  and  are 
also  accompanied  by  a  tension  of  the  limbs  and  whole  body. 

Expressions  where  intelligence  and  will  are  inactive  for  the 
moment,  such  as  hesitation,  ignorance,  admiration,  stupefac¬ 
tion,  fear,  extreme  physical  suffering,  gayety,  laughter,  enjoy¬ 
ment  and  petulance  are  always  characterized  by  extreme  eleva¬ 
tion  of  the  eyebrows  which  causes  horizontal  lines  on  the 
forehead.  They  are  also  accompanied  by  relaxation  of  the 
muscles  and  flexion  of  the  limbs. 

Some  of  these  emotions  may  be  experienced,  those  for  in¬ 
stance  against  which  it  would  be  useful  to  react,  such  as  anxiety, 
fear,  physical  suffering  —  while  still  retaining,  to  a  certain 
point,  the  will  to  struggle.  In  this  case  cross  lines  are  formed 
on  the  forehead;  that  is,  the  vertical  lines  persist  in  spite  of  the 
predominance  of  horizontal  lines.  But  when  these  emotions, 
gaining  greater  intensity,  entirely  paralyse  intelligence  and  will, 
the  vertical  lines  completely  disappear. 

All  the  expressions  which  indicate  a  resolve,  an  activity  or  a 
charm,  such  as:  to  admire,  desire,  pray,  persuade,  order, 
threaten,  brave,  etc.,  require  that  the  weight  of  the  whole  body 
be  carried  on  the  forward  leg,  and  the  head  held  erect. 

On  the  contrary,  all  expressions  which  portray  indecision, 
timidity  or  dislike,  such  as  to  hesitate,  doubt,  meditate,  be 
frightened,  scorn,  dread,  etc.,  are  completed  by  throwing  the 
weight  of  the  body  onto  the  backward  leg.  All  expressions  of 
intense  emotion  impel  the  raising  of  the  shoulders. 

Actors  will  easily  understand  that  if  they  leave  to  actual 
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pantomimists  most  of  the  voluntary  or  studied  expressions 
whose  purpose  is  to  take  the  place  of  words,  they  have,  on  the 
other  hand,  the  greatest  interest  in  studying  and  making  use  of 
all  instinctive  expressions  which  powerfully  contribute  vitality 
to  speech  by  adding  to  it  more  light,  force  and  warmth. 

It  may  be  emphatically  remarked  that,  apart  from  a  few 
indicative  and  descriptive  signs,  dramatic  movements  express 
only  verbs,  nothing  but  verbs. 


EXERCISES  FOR  SUPPLENESS 


In  the  language  of  action,  every  part  of  the  body  should  be 
controlled. 


It  is  not  enougn  to  make  gestures  and  grimaces.  For  the 
registration  of  an  emotion  to  be  complete,  the  body  and  all  its 
members  must  cooperate.  The  grace,  definiteness  and  power 
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of  an  actor  depend  on  the  harmonious  participation  of  the  whole 
organism.  Therefore  a  comedian  should  be  supple,  agile,  and 
graceful.  Besides,  he  must  be  sure  of  his  balance  for,  as  will 


be  shown  later,  most  postures,  to  have  their  full  force  of  expres¬ 
sion,  demand  that  the  weight  of  the  body  rest  on  a  single  leg. 

The  best  means  of  acquiring  these  qualities  is  to  study  the 
first  dance  exercises,  namely : 

Raising  the  feet  from  the  ground  (Fig.  4). 
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Raising  the  feet  half  way  (Fig.  5). 
Making  circles  with  the  legs  (Fig.  6). 
Bending  in  five  positions  (Fig  7). 


These  exercises  carried  out  for  some  time  in  a  regular  man¬ 
ner,  and  occasionally  added  to,  will  give  the  artist  precious 
qualities  which  he  will  always  retain. 

It  is  not  a  question  of  actually  learning  to  dance,  though  this 
would  be  no  detriment,  but  only  of  gaining  poise,  control  and 
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harmony  of  movement.  A  dancing  master  will  teach  these  exer¬ 
cises  in  a  few  lessons,  so  no  attempt  is  made  to  describe  them. 
They  are  pointed  out  and  definitely  recommended. 


During  the  first  days  these  exercises  will  cause  some  soreness 
in  the  muscles,  but  this  slight  discomfort  will  soon  disappear, 
while  the  advantages  which  will  result  from  such  efforts  will 
remain. 


ANALYSIS  IN  DETAIL  OF  MOVEMENTS  OF  THE 
BODY  AND  ITS  MEMBERS 


The  Legs 

To  stand  erect,  legs  straight, 
heels  together,  with  the  body  sup¬ 
ported  equally  on  both  legs  (Fig. 
8),  is  the  posture  appropriate  to 
the  following  sentiments: 

Modesty. 

Timidity. 

Humility. 

Respect. 

Passiveness. 

Servility. 

Respectful  waiting. 
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To  stand,  the  body  resting  equally  on  both  legs,  but  the  feet 
separated  (Fig.  9),  gives  the  impression: 

Of  a  sailor.  Of  a  cavalryman. 

Of  vulgarity.  Of  a  blockhead. 

Of  a  man  accustomed  to  carry  heavy  burdens. 


Fig.  9. 
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IS 


Same  position  as  the  preceding,  with  legs  bent  (Fig.  io),  in¬ 
dicates  : 

Fatigue.  Weakness.  Old  Age.  Drunkenness. 

In  general,  the  fear  of  losing  one’s  balance. 


To  stand  erect,  facing  the  audience,  both  feet  on  the  floor,  but 
the  body’s  weight  sustained  by  one  leg  only,  produces  more 
graceful,  active  and  expressive  postures. 
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If  the  body  rests  on  the  leg  opposite  the  action  that  is  taking 
place  (Fig.  n),  an  attitude  of  indifferent  waiting  results. 


If  the  hand  rests  on  the  hip,  it  must  be  the  right  one,  when 
the  body  rests  on  the  right  leg. 

If,  on  the  contrarjr,  the  body  is  supported  by  the  leg  on  the 
side  towards  the  action  (Fig.  12),  the  attitude  is: 

Active.  Attentive. 
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When  addressing  an  audience  or  a  partner,  if  the  body  rests 
equally  on  both  feet  placed  on  a  line  (see  Figs.  8  and  9)  the 
least  expressive  and  least  easy  position  results,  as  the  body  can¬ 


not  be  moved  forward  or  backward  without  danger  of  losing  its 
balance. 

On  the  other  hand,  if  one  foot  is  forward  (Fig.  13),  you  can 
give  to  the  body  forward  or  backward  movements  which  will 
result  in  postures  of  powerful  effect. 
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The  attitude  of  carrying  the  body  on  the  forward  leg  conveys 
the  following  emotions : 


To  struggle.  To  admire.  To  supplicate.  To  promise. 

To  order.  To  desire.  To  wish.  To  observe. 

To  threaten.  To  ask.  To  affirm.  To  persuade. 

In  general,  all  expressions  controlled  by  will. 

Bending  the  leg  which  supports  the  body  gives  the  same  ex¬ 
pressions  (Fig.  14),  but  much  more  accentuated  and  vehement. 
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Throwing  the  body’s  weight  on  the  backward  leg  (Fig.  15), 
gives  postures  which  more  properly  express  passive  sensations 
or  indecision,  such  as : 


Ignorance.  Stupefaction.  Doubt.  Meditation. 

Anxiety.  Hesitation.  Negation.  Repugnance. 

Astonishment.  Fear.  Scorn.  Terror. 
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The  force  of  expression  of  the  above  attitudes  is  much  in¬ 
creased  by  bending  the  leg  which  supports  the  body  (Fig.  16). 
To  sum  up :  simply  standing,  the  body  resting  on  both  legs, 


the  feet  together  or  separated  on  an  even  line,  is  a  position  which 
expresses  states  of  inferiority,  of  indifference,  or  of  controlled 
sentiments;  but  as  soon  as  one  is  called  on  to  manifest  a  passion, 
an  act  of  will,  or  intense  emotion,  actors  are  strongly  urged  to 
carry  the  body  on  one  leg,  more  or  less  bent,  in  front,  or  rear, 
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according  to  the  nature  of  the  sentiment  to  be  expressed.  These 
movements  forward  and  backward  offer  a  large  field  of  re¬ 
sources  in  dramatic  art. 

Another  advantage  the  artist  will  gain  from  this  habit  will  be 
to  always  have  one  leg  free  —  ready  to  move  elsewhere. 

Standing,  for  instance,  on  the  right  leg,  before  the  end  of  the 
sentence,  he  can  turn  the  left  leg  in  the  most  favorable  manner 
to  start  in  a  given  direction,  thus  avoiding  the  disagreeable  shuf¬ 
fling  of  the  feet  which  is  often  to  be  deplored  at  the  theater. 

Please  note  that  it  is  not  sufficient  merely  to  read  these  les¬ 
sons;  they  can  only  be  of  real  value  when  the  artist  himself  prac¬ 
tices  the  designated  movements  in  the  positions  which  have  been 
pointed  out. 

The  Walk 

It  is  quite  difficult  to  walk  in  a  fit  and  proper  manner  on  the 
stage.  It  is  hardly  possible  to  teach  an  actor  how  he  should 
walk.  Some  people  are  naturally  limber  and  springy  and  walk 
well  without  ever  thinking  about  it.  Others  are  heavy,  stiff, 
awkward  in  moving  their  legs,  and  walk  badly. 

Instead  of  saying  that  one  must  learn  how  to  walk,  say  rather 
that  natural  faults  which  cause  an  improper  walk  must  be  cor¬ 
rected.  The  best  way,  and  perhaps  the  only  way,  is  to  practice 
with  persistence  and  perseverance  the  beginning  exercises  for 
dancing  which  have  been  mentioned  before. 

As  to  improper  walks  purposely  used  to  characterize  an  im¬ 
personation,  notice  what  was  previously  said  about  standing 
(see  Figs.  9  and  10),  spreading  and  bending  the  legs.  Hold¬ 
ing  the  legs  stiff  produces  a  hesitating  and  jerky  walk  useful  in 
portraying  old  soldiers  or  old  rheumatics. 

To  give  the  impression  of  walking  in  mud,  step  on  the  toes, 
placing  each  foot  reluctantly,  with  the  air  of  picking  out  the 
cleanest  spot.  Note  that  the  body  is  always  carried  by  the  for¬ 
ward  foot  (Fig.  17). 

To  walk  stealthily,  step  in  the  same  way  on  tip-toe,  but  with 
this  difference :  that  the  body  does  not  rest  on  the  forward  foot 
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until  this  has  been  placed  entirely  on  the  ground.  Also,  the 
eyes,  instead  of  examining  the  ground,  are  fixed  on  the  point  to 
be  approached  (Fig.  18). 

To  enter,  to  cross  the  stage,  to  turn,  to  keep  in  the  back¬ 


ground,  to  leave,  are  movements  capable  of  infinite  variations, 
but  they  can  only  be  studied  and  indicated  in  actual  practice  on 
the  stage.  Nevertheless,  here  is  a  useful  exercise  for  the  pur¬ 
pose  of  learning  to  turn  on  the  stage  and  to  move  easily  in  all 
directions.  Address  yourself  to  all  the  pieces  of  furniture  in  the 
room,  going  from  one  to  another  in  turn,  but  give  yourself  tests 
more  and  more  difficult,  until  you  succeed  in  going  with  ease 
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from  a  selected  spot  to  one  diametrically  opposite.  While  re¬ 
peating  this  exercise  you  will  especially  appreciate  the  advan¬ 
tage  of  always  poising  the  body’s  weight  on  one  leg,  as  in  this 
position  you  are  always  ready  to  move.  For  violent  movements 


like  running,  jumping,  etc.,  the  only  point  is  that  they  should 
be  done  on  the  toes.  To  kneel  by  bending  both  knees  at  once 
means  that,  at  a  certain  moment,  you  will  lose  your  balance 
quickly  and  strike  the  floor  with  a  noise.  This  is  only  useful 
for  comic  effects.  To  kneel  gracefully,  take  a  step  in  advance, 
throw  the  weight  of  the  body  on  the  forward  foot,  and  sustain 
it  there  until  the  backward  knee  has  touched  the  floor  (Fig.  19). 
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To  pick  up  an  object,  if  you  bend  both  limbs  at  once,  you  have 
at  a  certain  moment,  a  very  ugly  posture  (Fig.  20),  especially 
for  a  woman. 
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Proceed  as  in  kneeling,  that  is,  throw  all  the  weight  on  the 
bending  knee  (Fig.  21). 
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Sitting  postures  are  too  numerous  to  be  completely  analysed. 
But  some  general  observations  may  prove  useful. 

Avoid  rigidity  or  stiffness  of  the  body  and  identical  positions 
of  both  limbs. 

Avoid  spreading  the  knees  far  apart. 


To  sit  very  straight,  elbows  tight  to  the  body,  knees  on  the 
same  line  and  pressed  close  together  expresses : 

Timidity.  Respectful  waiting. 

To  sit  on  the  extreme  edge  of  the  seat  gives  the  same  expres¬ 
sions  raised  to  a  comical  degree  (Fig.  22). 

To  sit,  with  body  twisted,  legs  wide  apart  (Fig.  23)  indi¬ 
cates  : 

Vulgarity.  Don’t  care.  Impudence. 
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To  sit,  legs  wide  apart,  chest  forward  and  elbows  resting  on 
your  knees,  gives  the  picture  of  a  rough  person  without  educa¬ 
tion. 

The  two  last  suit  only  very  common  characters. 


The  study  of  salutations  will  be  taken  up  here  only  from 
the  angle  of  leg  movements,  leaving  out  consideration  of  fa¬ 
miliar,  contemptuous  and  patronizing  bows,  etc.,  whose  pecu¬ 
liarity  is  that  the  legs  have  no  part  in  them. 
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A  formal  bow  from  a  man  consists  of  a  preparatory  move¬ 
ment,  and  a  bowing  movement.  With  his  feet  on  a  line,  (it  was 
mentioned  that  this  posture  signifies  respect),  the  preparatory 


movement  consists  in  separating  the  feet  about  ten  inches  (Fig. 

24)  and  transferring  all  the  weight  to  the  leg  just  moved  (Fig. 

25) .  The  salutation  consists  in  drawing  up  the  free  foot  to  that 
supporting  the  body  and  lightly  clicking  the  heels  (Fig.  26). 
Bending  the  head  occurs  immediately  after  the  heels  are  drawn 
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together.  The  degree  of  respect  implied  by  the  bow  depends  on 
the  degree  of  the  movement  of  the  head. 

The  preparatory  movements  are  exactly  the  same  for  a 
woman  as  for  a  man.  (See  Figs.  24  and  25.) 


To  make  a  curtsey,  take  one  step  to  the  rear  with  the  free 
foot  (Fig.  27),  bring  all  the  weight  on  this  latter  (Fig.  28), 
bend  this  leg  (Fig.  29),  and  to  conclude,  straighten  up  by  draw¬ 
ing  back  the  leg  that  was  in  front. 

The  chest  and  head  should  remain  erect.  The  degree  of  re- 
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spect  is  expressed  by  the  greater  or  lesser  flexion  of  the  leg  sup¬ 
porting  the  body.  Notice  that  a  man  in  saluting,  moves  his 
body  once,  a  woman  twice.  A  woman  should  not  bend  her  head 
or  chest  except  when  she  salutes  from  a  sitting  position.  At 


Fig.  29. 


any  time,  being  seated,  she  can  make  certain  bows  with  the  head 
or  upper  part  of  the  body,  but  then  the  legs  do  not  stir. 

A  comic  bow  is  executed  by  a  series  of  backward  kicks,  in 
stamping  hard  on  the  floor,  each  kick  alternating  with  a  violent 
movement  of  the  head  and  body.  This  is  the  countryman’s 
bow  and  a  peasant  woman  may  use  it  also.  Still  if  she  is  young 
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and  pretty,  she  had  better  use  the  soubrette’s  curtsey,  which  is 
made  this  way : 

First  time:  the  left  foot  is  moved  behind,  the  whole  weight 


Fig-  3i. 


of  the  body  borne  by  the  right  leg  and  both  legs  are  bent  at  the 
same  moment. 

Second  time:  The  legs  are  straightened  and  the  left  foot 
brought  back  to  its  first  position,  near  the  right  one. 

The  whole  curtsey  is  made  in  two  quick  movements.  The 
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head  and  shoulders  remain  straight.  Note  that  the  weight  of  the 
body  is  supported  by  the  same  leg  throughout. 


Several  very  expressive  movements  can  be  executed  by  the 
legs  such  as: 

Both  legs  pressed  close  together,  one  knee  slightly  covering 
the  other  (Fig.  30),  completes  postures  expressing: 


All  physical  suffering. 
Especially  from  cold. 


Shame. 

Humility. 
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The  same,  the  legs  not  quite  so  close,  indicates  modesty  (Fig. 
31)* 

Same  position,  one  leg  raised  (Fig.  32),  covering  the  other 
expresses : 

Fear  of  a  dog.  1  Of  a  blow  aimed  low. 

Fear  of  danger  coming  from  low  down 


Positions  of  the  Feet. 

The  act  of  wiping  the  feet  expresses,  by  suggestion : 

It  is  muddy.  It  is  raining. 

I  am  soaking  wet.  It  is  frightful  weather. 

To  tap  with  the  foot  signifies : 

Impatience.  Is  he  never  coming? 

Irritation.  Will  it  ever  be  finished? 

To  stamp  the  foot  completes  the  following  expressions: 

I  am  furious.  I  insist.  I  take. 

It  has  fallen  down.  I  will.  I  ruin. 

All  interjections. 

To  advance  the  foot,  then  draw  it  back,  signifies: 

I  hesitate.  I  do  not  dare.  I  am  afraid. 


Positions  of  the  Body 

To  bend  the  body  (Fig.  33),  assists  the  expression  of: 


Timidity. 

Hypocrisy. 

Premeditation. 

Old  age. 

Self-distrust. 

Shame. 


Dissimulation. 
Physical  suffering. 
Humility. 
Remorse. 

Terror. 

Apprehension. 
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The  abdomen  drawn  in  intensifies  the  expressions  signified  by 
the  bowed  body. 


The  body  turned  means  (Fig.  34) : 
Well-being. 

Security. 

Insolence. 

Arrogance. 


Will. 

Defiance. 

Pride. 

Revolt. 


/ 


The  abdomen  prominently  displayed  with  a  kind  of  com¬ 
placency  happily  completes  the  expressions  signified  by  the 
turned  body. 
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Body  bent  to  right  or  left  signifies  (Fig.  35) : 

Complacency.  Deference. 

Coquetry.  Wish  to  please. 


Fig-  35- 


Body  turned  around  (Fig.  36),  signifies: 


Attention. 


Fear. 


Prudence. 


Distrust. 


36 


THE  ART  OF  PANTOMIME 


Positions  of  the  Abdomen 

There  is  no  consideration  here  of  the  size  of  the  abdomen,  but 
solely  its  use  in  expression,  and  it  is  a  great  mistake  to  think  the 


largest  are  the  most  eloquent.  Rather  is  the  contrary  the  fact. 
Only  by  the  way  the  abdomen  is  held  can  it  be  made  to  express 
something.  There  are  but  two  movements.  Pushing  it  for- 
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ward.  Drawing  it  in.  (Described  under  Figs.  33  and  34.) 

An  actor  would  make  a  great  mistake  to  neglect  these  two 
novements  for  they  produce  very  quick  and  characteristic 
effects.  In  the  theater  nothing  escapes  the  public’s  eye;  each 


logical  movement,  no  matter  how  slight,  is  immediately  grasped, 
understood  and  appreciated. 

Position  of  the  Shoulders 

When  drawn  back  they  force  the  abdomen  forward  (Fig. 
34) ;  this  movement  rounds  out  and  strengthens  the  expressions 
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given  by  the  turned  or  twisted  body  and  prominent  abdo¬ 
men. 

Carried  forward,  they  draw  the  abdomen  in:  part  of  the  pos¬ 
ture  of  the  bent  body  and  hollow  abdomen  (Fig.  33). 

The  shoulders  raised  and  carried  forward,  the  head  sunk, 
produces  one  of  the  most  expressive  and  most  frequently  used 
postures  on  the  stage  (Fig.  37).  It  aids  in  depicting  a  range  of 
emotions  from  the  tenderest  sentiments  to  the  most  extreme 
and  varied.  It  signifies,  above  all,  excess  of  sensation,  whatever 
be  its  nature: 

Admiration.  Love.  Extreme  suffering. 

Ecstasy.  Prayer.  Ravishment. 

Desire.  Extreme  joy.  Despair. 

Shame.  Stupefaction. 

Fury.  Horror. 

Quick  elevation  of  one  or  both  shoulders  helps  to  express: 

Come  now!  Mockery. 

That’s  absurd!  Disparagement. 

What  a  joke!  How  silly! 

The  same  movement,  more  slowly  done,  expresses: 

I  don’t  condescend  to  answer.  I  am  sorry  for  that. 

Shoulders  raised  high  and  held  there  a  moment  (Fig.  38), 
give  the  following  expressions: 

I  doubt.  I  ignore.  Perhaps.  It’s  possible. 

Shoulders  raised  and  rounded: 

But  it’s  heavy!  What  a  burden! 

Light  alternate  movements  of  both  shoulders  forward  and 
back  with  pouting  expression  of  a  spoiled  child: 

I  sulk.  I  pout.  No,  I  don’t  want  to. 

I  don’t  want  to  know  anything. 

The  same,  but  very  languishing: 

I  feel  very  queer.  I  don’t  know  what  ails  me. 
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The  same,  violently: 

I  struggle.  I  open  a  path  for  myself.  I  free  myself. 


Positions  of  the  Arms 

Hanging  beside  the  body  is  a  natural  position  to  accompany 
the  following  expressions: 

Indifference.  Repose.  Low  spirits.  Lassitude. 
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Swinging  the  arms: 

Heedlessness.  Thoughtlessness.  Ease. 

Held  out  from  the  body: 

A  ridiculous  position  which  goes  well  with  similar  position  of 
the  legs.  (Fig.  9.) 


The  forearms  raised,  elbows  sticking  out  (Fig.  39): 
Affectation.  Desire  to  appear  gracious. 

Mannerism.  Comical  empty-headedness. 
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Arms  resting  on  the  hips  (Fig.  40) : 

Position  of  waiting,  particularly  useful  for  women. 
Thumbs  in  armholes  of  the  vest  (Fig.  41) : 

Assurance.  Independence.  Gay  humor.  Self-content. 


A  hand  on  the  hip  or  arm  akimbo  (See  Fig.  n).  To  be  har¬ 
monious  and  balanced,  this  position  requires  the  right  hand  to 
be  used  when  the  body  is  supported  by  the  right  leg.  Expres- 

s*ons‘  Waiting.  Indifference. 
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The  hand  on  the  hip  with  more  or  less  marked  turning  of  the 
head  expresses : 

Arrogance.  Self-sufficiency.  Bravado.  Challenge. 


In  principle,  the  hand  should  rest  on  the  hip  on  the  side  oppo¬ 
site  the  action,  but  note  that  the  breaking  of  this  rule  gives  by 
opposition  more  force  to  the  expression  of  disdain  and  insolence 
(Fig.  34). 

Both  hands  on  the  hips,  whichever  leg  supports  the  body, 
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gives  the  same  expressions  as  the  preceding  attitudes,  but  less 
pleasing  because  symmetrical. 

Both  arms  folded  on  the  chest,  one  supporting  the  other  (Fig. 
42),  position  of: 

Expectancy.  Reflection. 


One  arm  on  the  chest  supporting  the  other  which  holds  the 
chin  (Fig.  43),  means: 

Preoccupation.  Intellectual  effort. 
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Same  position  of  arms,  one  hand  against  the  cheek,  index 
finger  on  the  temple  (Fig.  44) : 

Profound  meditation.  Perplexity. 

Difficult  problem  to  solve. 


Same  position,  the  open  hand  holding  the  head  (Fig.  45) : 

Anguish.  Extreme  embarrassment. 

Moral  tortures.  Tempest  inside  the  head. 
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Note  that  this  series  of  graded  positions  draws  its  eloquence 
from  the  progressive  inclination  of  the  head  which  seems  to 


grow  heavier  under  the  almost  physical  weight  of  a  thought  of 
graver  and  graver  uneasiness. 

One  hand  pressing  the  slightly  turned  head,  the  other  arm 
straight,  a  trifle  apart  from  the  body  (Fig.  46) : 

What  shall  I  do?  All  is  lost! 

My  head  bursts !  Despair. 

What  will  become  of  me?  It  will  drive  me  crazy! 
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Both  hands  grasping  the  head  (Fig.  47):  The  foregoing  ex¬ 
pressions,  but  much  emphasized. 

Both  hands,  open  or  closed,  pressing  the  temples,  the  head 
thrown  backwards  (Fig.  48):  The  same  expression  in  their 
greatest  intensity. 


The  arms  crossed  on  the  chest  really  signifies  only: 

Moment  of  inaction.  Self-confidence. 

However,  in  certain  cases  it  may  mean : 

To  face  a  danger  bravely.  To  brave  a  threat. 

Hanging  close  to  the  body  goes  with  the  posture  of  both  feet 
in  the  same  line.  (See  Fig.  8.) 

The  arms  bent  and  pressed  to  the  body.  This  movement 
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completes  the  expressions  given  by  the  legs  drawn  together,  one 
knee  covering  the  other .  (Figs.3oand33.) 

Clasping  the  hands  behind  the  back  signifies : 

Sentiment  of  security.  Sense  of  being  at  home. 


To  put  the  hands  in  the  pockets  is  an  improper  attitude. 
Stretched  behind,  one  leg  and  the  upper  part  of  the  body 
carried  forward  (Fig.  49) : 

To  draw.  To  pull. 

Stretched  forward,  same  position  of  legs  and  body  (Fig.  50) : 

To  push.  To  push  away.  To  drive  back. 

In  a  circle  above  the  head  (Fig.  51) : 

To  dance.  Let  the  feast  begin. 
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Arm  crooked  and  presented  on  the  side  (Fig.  52): 

To  offer  the  arm. 

Like  a  basket  in  front  (Fig.  53) : 

To  carry  an  armful. 


Same  position,  closer  to  the  body,  one  elbow  raised  higher 
than  the  other  (Fig.  54): 

To  hold  a  child  in  one’s  arms,  and,  by  suggestion: 

A  child.  A  mother. 

One  arm  crooked  at  the  level  of  the  head  (Fig.  55) : 

To  threaten  some  one  with  a  back  stroke. 

The  forearm  raised  horizontally  to  the  level  of  the  brows  and 
the  glance  passing  under  it  (Fig.  56) : 

Fear  of  a  blow  on  the  head.  Confusion.  Shame. 
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An  arm  bent,  the  elbow  thrust  violently  backward : 
Leave  me  in  peace  now.  Let  go  of  my  arm. 


Fig.  51. 


The  same  movement  carried  out  alternately  by  both  arms: 

I  made  my  elbows  work.  I  extricated  myself. 

Good  riddance. 


so 
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Flapping  the  elbows  like  wings  signifies: 

Some  one  who  has  wings. 

Other  arm  movements  are  necessary  to  complete  gesticula¬ 
tions  of  the  hands  which  will  be  studied  later. 
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Positions  of  the  Head 

Raised  (Fig.  57).  This  movement  assists  in  expressing  all 
shades  of  the  proper  or  exaggerated  sense  of  one’s  own  worth. 


Dignity. 

Pride. 

Will. 


Assurance. 

Bravery. 
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Raised  and  slightly  tilted  backward  (Fig.  58):  exaggeration 
of  preceding  qualities  and  also: 

Arrogance.  Insolence.  Defiance.  Revolt. 


This  movement  completes  the  pose  of  Fig.  34. 

Tilted  farther  back,  with  abandon,  eyes  closed  (Fig.  59): 
Weakness.  Suffering. 

Faintness.  Exhaustion. 
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Leaned  toward  the  shoulder  (Fig.  60) : 


Grace. 

Coquetry. 

Much  bent  sideways: 

Sleep. 


Fig.  59- 


Desire  to  please. 
Affectation. 

Surrender. 


r-{ 

Fig.  58. 


Turned  (Fig.  61): 

Attention.  Observation. 

The  same  with  the  shoulders  raised  (Fig.  62) : 

Suspicion.  Fear. 

Apprehension.  Terror. 
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Turned  and  bent  back  (Fig.  63) : 

Insolence.  Hauteur. 

Defiance.  Bravado. 


Head  sunk  and  leaning  forward  (Fig.  64) : 

Wildness.  Preparation  for  a  fight. 

Ferocity.  Sensation  of  a  beast  at  bay. 
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Sunk  and  thrown  backward  (Fig.  65): 


Stupefaction.  Terrifying  vision.  Horror. 

Straight  and  thrust  forward  (Fig.  66):  The  study  of  this 
novement  is  specially  recommended  as  it  is  one  of  the  most  ex¬ 
cessive.  It  serves  to  depict  the  lightest  sentiment  of  politeness 


and  also  the  most  violent  passions.  Moreover  it  completes 
nearly  all  the  expressions  implied  by  raising  the  shoulders. 
(See  Fig.  37.)  Furthermore  this  movement  always  indicates 
a  desire,  an  act  of  volition. 
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Straight,  upright,  carried  to  one  side  (Fig.  67): 

To  listen. 

Straight,  upright,  with  a  slight  change  in  the  direction  of  the 
look  (Fig.  68): 

To  hear. 


Straight  and  drawn  back  (Fig.  69) : 

Horror.  Vexation.  Scorn. 

Disgust.  Repugnance. 

) 

Fig.  69. 


Speaking  Expressions  of  the  Head 

Light  forward  movement: 

Yes.  Impertinent. 

Familiar  greeting.  Waiting. 

Decided  inclination,  including  the  bust: 

Acquiescence.  Ceremonious  bow. 

Inclining  the  head  over  the  shoulder: 

Consent.  Friendly  bow. 

The  same  movement,  but  slower,  including  the  bust;  the  same 
expressions  with  more  gravity. 

Light  forward  movements,  repeated: 

Yes,  yes !  Encouragement. 

Very  well!  Approbation. 
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Turning  the  head  from  right  to  left  and  reverse: 

No. 

Wagging  the  head  first  towards  one  shoulder,  then  the  other: 

What  a  misfortune!  Desolation. 

How  sad  that  is  1  Disapprobation. 

The  same  with  the  head  turned  backward : 

Isn’t  it  beautiful?  Delirium. 

Enthusiasm.  Ecstasy. 

Slow  movement  of  the  head  up  and  down,  down  and  up,  with 
he  shoulders  included,  following  the  motion  of  the  respiration : 

Alas! 


DETAILED  ANALYSIS  OF  THE  MUSCLES 
OF  THE  FACE 

The  Cheeks 

Closely  drawn  in  or  hollow  (Fig.  70) : 

Thinness.  Misery.  Illness. 

Less  closely  drawn  in,  but  with  lengthening  of  the  face  (Fig. 

71): 


To  have  met  a  loss.  To  be  ridiculed. 

To  feel  sheepish.  Trapped. 


Puffed  out  (Fig.  72): 

Fat.  Prosperity. 

Comic  importance. 

The  same,  chewing: 

To  have  the  mouth  full. 
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Feeling  well. 
Chubby. 


To  be  a  pig. 


i 
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Raised  towards  the  cheek 
(Fig-  73): 

Discontent. 

Disparagement. 

Dislike. 

This  is  bad. 

You  give  me  a  pain. 

Scorn. 

I  am  disillusioned. 

Bitter  criticism. 

That  turns  out  badly. 

Notice  that  this  movement  of  the  cheeks  begins  the  action 
of  weeping. 

The  Nose 

Dilation  of  the  nostrils  (Fig.  74) : 

To  scent.  To  smell  something. 

This  movement  is  also  involuntarily  made  in  many  strong 
emotions. 


-bones  and  wrinkled  under  the  eyes 


Fig-  73- 


Fig-  74- 


Fig.  75- 


Drawing  up  the  sides  of  the  nose  (Fig.  75) : 


That  smells  badly. 

My  business  does  badly. 
I  smell  a  trap. 

I  must  be  on  my  guard. 


I  despise  you. 

Fi,  fi,  that’s  base. 
It  is  disgusting. 
All  injuries. 
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Notice  that  the  physical  disgust  inspired  by  an  unpleasant 
odor  and  the  moral  disgust  caused  by  some  fact  both  manifest 
themselves  in  the  same  manner. 

The  Tongue 

Thick  and  outside  the  mouth: 

To  dangle. 

Drawn  in  and  out  rapidly: 

Mischief. 

Licking  the  lips : 

Greediness.  Temptation. 

Placed  in  a  corner  of  the  mouth  and  bitten: 

Comic  application. 

The  Jaws 

Measured  movements: 

To  chew. 

Quick  little  movements,  the  front  teeth  meeting  and  the  lips 
drawn  back: 

To  nibble. 

And  by  suggestion : 

A  mouse.  A  rodent. 

Opening  and  closing  with  vigor: 

To  bite. 

Chattering,  the  lips  parted: 

To  be  cold.  To  shiver. 

Teeth  closed,  lips  drawn  back,  violent  head  movements: 

To  tear  prey  to  pieces. 

To  show  the  teeth  by  opening  the  lips  and  pointing  to  them 
with  a  finger : 


The  teeth. 
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With  the  lips  closed  and  drawn  in,  to  make  the  jaws  work  on 
nothing  means : 

He  has  no  more  teeth. 

The  jaws  closed  forcefully,  the  lips  stretched  in  a  grin: 

Anger.  Desire  for  revenge. 

Primitively,  no  doubt:  Desire  to  bite  some  one. 

The  jaws  open,  lips  drawn  far  back: 

Ferocity.  A  wild  beast. 

The  jaws  wide  open,  lips  natural: 

Yawning.  Need  of  sleep.  Ennui. 

Notice  in  the  following  movements,  which  have  great  power 
of  expression,  the  curious  difference  of  meaning  which  results 


Fig.  76.  Fig.  77. 

from  the  pushing  forward  or  drawing  back  of  the  lower  jaw. 

Biting  the  lower  lip,  causing  the  drawing  back  of  the  lower 
jaw  (Fig.  76): 

Disappointment.  I  made  a  fool  of  myself. 

Another  difficulty.  How  shall  I  get  out  of  this? 

Same  thing,  smiling  (Fig.  77) : 

What  luck!  Is  she  pretty! 

Haven’t  I  been  smart ! 


In  a  general  sense: 
Windfall! 


Unhoped-for  results. 
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The  principle  of  this  biting  may  be  precaution  taken  not  to 
betray  a  disappointment  or  a  joy.  Notice  that  when  the  lower 
jaw  is  drawn  in  it  is  never  possible  to  have  a  wicked  expression. 
It  is  always  kindly  even  in  ill  humor. 


Fig.  *8. 


Biting  of  the  upper  lip,  causing  the  lower  jaw  to  protrude 
(Fig.  78): 

I  am  enraged!  What  bad  luck! 

I  am  vexed!  They  shall  pay  for  this! 

How  to  get  even?  I  am  full  of  hate. 

It  is  impossible  to  smile  and  the  whole  expression  is  strongly 
marked  with  cruelty. 


Fig.  79. 


The  jaws  half-open,  lower  jaw  thrust  far  forward  (Fig.  79): 

Sarcasm.  Suspicion.  Disgust.  Fury. 

Reproach.  Threats.  Injuries.  Severity. 
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Dropping  the  lower  jaw  (Fig.  80) : 

Ecstasy.  Joy.  Ignorance. 

Fear.  Stupor.  Ruination. 


The  Eyebrows 

As  the  play  of  the  eyebrows  governs  all  the  movements  pro¬ 
duced  on  the  forehead,  the  former  alone  will  be  considered. 

It  is  impossible  to  give  too  much  attention  to  the  following 
movements  as  they  are  of  capital  importance  in  pantomime. 
Raising  the  eyebrows,  thus  forming  horizontal  wrinkles  on 

Prayer. 

Joy. 

Gayety. 

Admiration. 

Ecstasy. 

Fascination. 

Shame. 

Cowardice. 
Astonishment. 
Ignorance. 

Lack  of  intelligence. 


the  forehead  (Fig.  81): 


('x ^ 


Fig.  81. 
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The  same  movement  but  more  emphasized  (Fig.  82) : 


Fig.  82. 


Stupefaction. 

Fright. 

Physical  torture. 


Extreme  joy. 
Burst  of  laughter. 
Dumfounded. 


Note  that  all  these  expressions  represent  purely  instinctive 
emotions,  absolutely  lacking  in  volition  or  in  action  of  the  mind. 
Eyebrows  dropped,  forehead  smooth  (Fig.  83): 

Dignity.  Firmness. 

Gravity.  Mental  activity. 
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The  eyebrows  dropped  and  drawn  together,  causing  two  ver¬ 
tical  lines  at  the  base  of  the  forehead: 


Covetousness. 

Discontent. 

Sadness. 


Uneasiness. 

Anger. 

Thought. 


Severity. 

Will. 

Anxiety. 


Drawn  close  together,  causing  several  vertical  lines  (Fig. 

84): 


Great  turmoil  of  mind. 
Terrible  apprehension. 
Heavy  boredom. 
Anguish. 


Moral  torment. 
Revolt. 

Fury. 

Fierce  resistance. 


In  general:  the  extreme  limits  of  combativeness. 

Note  that  these  last  movements  express  only  sentiments 
where  intelligence  and  above  all  the  will  are  powerfully  exerted. 

To  sum  up,  the  eyebrows  have  but  two  movements,  raising, 
which  brings  horizontal  lines  on  the  brow;  and  lowering  and 
drawing  them  together,  which  causes  vertical  lines  on  the  base 
of  the  forehead. 

These  movements  are  so  closely  linked  to  the  feelings  which 
bring  them  into  view  that  when  one  is  a  prey  at  the  same  time 
to  two  contrary  emotions  they  show  on  the  forehead  by  wrinkles 
in  opposite  directions  (Fig.  85). 
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For  example:  we  feel  great  physical  suffering  (which  is  reg¬ 
istered  by  horizontal  lines) ;  but  at  the  same  time  we  will  to 
react  against  this  suffering  (this  effort  of  will  is  revealed  by 
vertical  lines). 

We  see  a  clown  whose  antics  excite  our  gayety  (horizontal 
lines)  but  at  the  same  time  the  dangerous  stunts  he  performs 
cause  us  apprehension  (vertical  lines).  We  are  told  something 
which  fills  us  with  amazement  (horizontal  lines)  but  at  the  same 
time  causes  the  suspicion  that  perhaps  we  are  being  fooled, 
which  irritates  us  (vertical  lines). 

Invariably  these  double  feelings  betray  themselves  by  con¬ 
trary  corrugations. 

The  Lips 

Pinched  (Fig.  86) : 

Prudishness.  Vexation.  Displeasure. 


Drawn  in  (Fig.  87): 

Controlled  anger.  Wickedness. 
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Fig.  88. 

Drawn  in  and  slightly  disclosing  the  teeth  (Fig.  88): 
Desire  to  do  harm.  Cruelty.  Hate. 


Fig.  89. 

Half-open,  corners  drooping  a  little  (Fig.  89): 

Disdain.  Disparagement. 


Fig.  90. 

Half-open,  corners  drawn  down  (Fig.  90) : 

Suspicion.  Disgust.  Injuries.  Bitterness.  Physical  suffering. 
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Notice  that  in  this  expression  the  lips  are  parted  because  turn¬ 
ing  up  the  nostrils  draws  up  the  upper  lip. 


Closed,  only  one  corner  depressed  (Fig.  91) : 

He  wants  to  fool  me.  He  lies. 

He  takes  me  for  an  easy  mark.  I  blame. 

I  suspect.  I  find  it  bad. 

In  analyzing  the  play  of  the  features  all  movements  executed 
by  just  one  of  double  organs,  such  as  an  eye,  a  corner  of  the 


mouth,  an  eyebrow,  constitute  asides.  Naturally  these  signs 
must  be  made  on  the  side  opposite  that  occupied  by  the  person 
spoken  of. 

Closed,  with  the  lower  lip  pouted  and  protruded  (Fig.  92) : 

That’s  ugly.  That’s  disagreeable. 

I  don’t  like  that.  This  business  means  nothing  to  me. 
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Fig.  93- 


Both  lips  advanced  in  a  pout  (Fig.  93): 

To  pity.  To  pray.  I  am  stubborn. 

To  sulk.  To  dislike.  I  will  not  yield. 


Both  advanced  farther  and  slightly  smiling;  though  closed 
(Fig.  94): 

A  kindly  scolding.  Oh !  the  naughty  child. 

That’s  nasty.  Go  hide  yourself. 

Lips  puckered  as  for 
whistling,  and  smiling, 
showing  the  upper 
teeth  a  trifle  (Fig.  95 ) : 

Coquetry. 

Mincing  manners. 

Affectation. 

Desire  to  please. 


Fig.  95. 
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Fig.  96. 

Closed,  natural,  slightly  lifted  at  the  corners  (Fig.  96): 
Restrained  smile. 

Corners  lifted  enough  to  raise  the  cheeks  (Fig.  97): 

To  smile. 


Fig.  98. 

The  same  action,  on  one  side  only  (Fig.  98) : 

I  lie.  I  make  game  of  him. 

I  fool  him.  I  state  the  false  to  learn  the  truth. 
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Fig.  ioo. 


Raised  on  one  side  and  drooping  on  the  other  (Fig.  99) : 
Ironical  smile. 


Raised  high;  jaws  wide  open  (Fig.  100) : 

Burst  of  laughter. 


The  Eyes 


Fig.  101. 

Direct  look  with  the  head  held  straight  (Fig.  101): 
Natural  look. 
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Fig.  102. 

Direct  look  with  the  head  bent  forward  (Fig.  102): 

Meditation.  Sadness.  Severity. 

Intellectual  effort.  Study.  Ill-will. 


Direct  look,  the  head  erect  with  eyelids  half-closed  (Fig. 
103): 


Timidity. 

This  is  not  plain. 
Suspicion. 

Intellectual  effort. 
Who  are  they  fooling? 


Suffering. 

Doubt. 

Unbelief. 

Distrust. 

Dissimulation. 
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Notice  that  when  there  is  a  question  of  intellectual  effort,  or 
of  a  sentiment  of  distrust,  the  lower  eyelid  is  the  one  raised  and 
they  are  drawn  together  at  the  corners  while  the  cheeks  rise  and 
wrinkle  under  the  eyes. 

On  the  other  hand,  when  the  upper  eyelid  is  relaxed  and 
drooping,  the  following  expressions  result: 

Kindness.  Fatigue.  Ignorance. 


Fig.  104. 


One  eye  half  closed  (Fig.  104) : 

He  wishes  to  fool  me.  He  lies.  I  distrust  him. 

This  movement  completes  expressions  signified  by  drawing 
down  one  corner  of  the  mouth  (see  Fig.  91 )  and  drawing  the  lips 
up  on  one  side  (see  Fig.  98). 

Both  eyes  entirely  closed,  signifies,  according  to  the  gesture 
or  posture: 

An  effort  of  memory.  Illness.  Pain. 

Shadows,  darkness,  night.  Sleep.  Death. 
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Fig.  105. 

One  eye  closed  (Fig.  105) : 

There  is  danger!  Keep  your  eyes  open! 

Winking  the  eyelids  rapidly: 

I  am  stunned.  I  see  stars! 

What  a  blow!  I  don’t  know  where  I  am  now. 


Fig.  106. 

Eyes  turned  to  one  side,  the  head  not  moving  (Fig.  106) 

This  one.  That  one.  I  hear. 

I  doubt.  I  am  watching.  Hidden  fear. 

This  expression  is  confidential. 
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Same  movement  of  eyes,  with  lids  half-closed  (Fig.  107):  ’ 


I  pretend. 
I  spy  on. 
Shame. 
Falseness. 


I  dissimulate. 
I  betray. 
Hypocrisy. 
Confusion. 


Fig.  108. 


The  eyes  cast  down  (Fig.  108) : 
Modesty. 


Bashfulness. 
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A  quick  upward  glance  (Fig.  109) : 

MonDieu!  Oh  Heavens! 

What  a  scandal!  I  call  on  Heaven  to  witness! 

The  same  prolonged: 

Effort  of  memory.  Contemplation.  A  vision. 

A  glance  around  in  a  circle: 

Those.  All  of  them. 

I  am  watching.  I  won’t  be  taken  by  surprise. 

A  glance  of  the  eye  from  below  upward: 

To  insult.  To  defy. 
To  distrust. 

To  measure  from  head 
to  foot. 

The  same  movement 
thrown  over  the  shoulder 
greatly  emphasizes  these 
meanings. 

Very  wide  open  eyes 
(Fig.  no): 


Fig.  no. 
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Anger.  Fright. 

Stupefaction.  Fury. 

Infatuation.  Extreme  physical  suffering. 

Certainly  the  eyes  play  the  most  important  role  of  all  the  parts 
of  the  body,  for  there  is  not  an  instinctive  or  voluntary  dramatic 
movement  which  is  not  accompanied,  preceded,  and  followed  by 
movement  of  the  eyes. 


ANALYSIS  IN  DETAIL  OF  MOVEMENTS  OF  THE 

HANDS 


It  would  be  tedious  to  study  all  the  movements  possible  to  the 
hands  and  fingers.  Besides,  a  great  number  are  made  uncon¬ 
sciously  and  have  only  a  vague  and  indefinite  meaning;  many 
only  serve  the  purpose  of  balancing  the  body,  and  of  harmoniz¬ 
ing  or  completing  poses.  It  is  enough  to  point  out  the  principles 
governing  those  movements  which  possess  a  definite  meaning. 
This  will  give  the  actor  the  power  to  find  out  for  himself,  ac¬ 
cording  to  his  requirements,  all  shades  of  each  category  of  ex¬ 
pressions. 

Hand  movements  are  divided  into  three  classes,  namely: 

1.  Indicative  gestures,  which  point  out  an  object. 

2.  Descriptive  gestures,  which  measure  or  delineate  an  ob¬ 
ject. 

3.  Active  gestures,  which  illustrate  the  action  they  sketch. 


Indicative  Gestures 

These  designate  a  person,  an  object,  a  spot,  a  direction. 
Excepting  those  that  indicate  oneself,  they  are  made  with  the 
arm  straight  out,  the  first  finger  pointing,  aiming  accurately  at 
the  object  indicated  (Fig.  111): 
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You. 

Him. 

They. 


This.  Down  there. 

Below.  To  the  right. 

Above.  To  the  left. 


The  arm  bent,  first  finger  pointing  to  the  chest  (Fig.  112) : 
I.  Me. 


The  idea  of  possession  and  of  a  larger  sense  of  self  is  ex¬ 
pressed  by  pressing  the  open  hand  on  the  chest  more  or  less 
forcefully  (Fig.  113): 


Mine.  Which  belongs  to  me. 

All  my  being.  My  soul. 

This  gesture  done  with  both  hands  gives  greater  power  to 
the  expression. 
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Fig.  118. 
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Fig.  120. 

One  only  (Fig.  114). 

One  (Fig.  115). 

Two  (Fig.  116). 

Five.  The  same  done  twice:  ten.  (Fig.  117). 
The  same  repeated  several  times:  many. 

The  half  (Fig.  118). 

A  little  (Fig.  119). 

Not  that  (Fig.  120). 


Descriptive  Gestures 

Their  object  is  to  produce  the  idea  of  a  person  or  object  by 
the  rapid  delineation  of  its  size  or  shape  when  this  size  or  shape 
is  sufficiently  characteristic. 
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The  inside  of  the  hand  performs  the  work  of  outlining  sizes 
and  shapes. 

These  gestures,  which  require  great  accuracy,  consist  in  car¬ 


rying  out  in  space  the  exact  movements  which  the  hands  would 
make  in  actually  passing  over  and  touching  the  surface  of  the 


object  meant.  Most  descriptive  expressions  in  use  require  a 
quick  gesture,  easy  enough  to  make. 

Little  (Fig.  12 1).  Flat. 

Large  (Fig.  122).  Thin. 

Pointed  (Fig.  123).  Round.  Short.  Actors  are  recom¬ 
mended  to  be  very  careful  when  they  attempt  to  enlarge  the 
circle  of  these  descriptive  gestures  since  if  these  are  made  more 
complex  there  is  risk  of  their  not  being  understood. 

Active  Gestures  of  Hand 

Hands  hanging  down,  opening  and  closing  several  times: 

Nervousness.  Beginning  of  irritation. 
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Hands  hanging  and  clenched: 

Irritation.  Desire  for  revenge. 

Fists  drawn  near  to  the  chest: 

Preparation  for  a  fight. 

Thrusting  out  the  closed  hand  and  opening  it,  palm  down: 

To  throw  in  one’s  face.  Scorn. 

A  handful  of  injuries. 

The  open  hand  with  fingers  spread  and  palm  down,  thrust  for¬ 


ward  at  the  level  of  the  waist  and  suddenly  closing  forcefully 
(Fig.  124): 

I  take. 


I  seize. 


I  take  possession  of. 


84 


THE  ART  OF  PANTOMIME 


The  same  movement,  but  with  more  violence  and  the  hand 
closed  at  the  start  of  the  gesture: 

I  wish.  I  hold.  I  oppress. 

I  dominate.  I  subjugate.  I  destroy. 

The  same  movement,  with  more  flexibility  and  craftiness,  the 
hand  reached  out  open  and  then  the  fingers  closed  one  by  one: 

To  steal. 

The  hand  upright,  the  palm  inside,  held  at  the  level  of  the 
face,  the  arm  half  bent,  moving  of  the  tips  of  the  fingers  from 
within  outward  (Fig.  125): 


Starting  from  the  forehead  means  a  salute. 

Starting  from  the  lips  means  a  kiss. 

Starting  from  the  heart  means  a  compliment,  homage. 

Same  position,  but  the  movement  drawing  the  tips  of  the  fin¬ 
gers  from  without  towards  oneself : 

Come.  Approach.  I  attract  you. 

Same  movements  done  on  a  larger  scale  with  both  hands : 

All  of  you  come. 
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Same  movement  done  with  first  finger  only: 

Same  meaning,  but  more  familiar. 
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Both  arms  stretched  to  full  length  at  the  level  of  the  shoul- 
lers,  hands  open  and  palms  facing  (Fig.  126) : 

I  welcome  you.  Kindness. 

Come  to  my  arms.  Friendship. 

In  the  same  position,  the  hands  starting  from  the  sides  and 
drawing  together  in  front  in  a  large  movement  which  seems  to 
Include  all  persons  present : 

Assemble  yourselves  together. 


The  opposite  movement  with  palms  outward  (Fig.  127): 
Separate.  Disperse  yourselves.  Turn  aside. 
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One  hand  upright,  near  the  face,  palm  out  (Fig.  128) : 
Disgust.  Fright.  I  oppose  it. 

I  push  away.  Aversion.  I  draw  away  from. 

I  raise  an  obstacle. 

The  same  movement  with  both  hands  near  the  face :  the  same 
meanings  emphasized. 

The  same  with  the  arms  stretched  out:  the  same  meanings  but 
much  more  vivid. 


Hands  advanced  horizontally  with  the  fingers  separated  and 
hooked  (Fig.  129): 
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Avarice.  Desire  to  possess.  Temptation  to  seize. 

The  same,  vertical,  with  palms  facing  out: 

Ferocity. 

The  urge  to  scratch,  to  tear,  to  do  mischief. 

Up  to  this  point,  these  active  gestures  are  purely  and  simply 
sketches  of  the  actions  they  signify.  Thus  they  require  no  fur¬ 


ther  explanation.  But  here  are  others  more  or  less  symbolic, 
for  whose  origin  it  is  interesting  to  search. 

To  offer  the  hand  at  the  level  of  the  waist,  with  palm  turned 
nearly  upward  (Fig.  130): 

To  give  the  hand.  To  beg  another’s  hand. 

To  offer  peace.  Allegiance. 

Proof  of  confidence. 

The  actual  meaning  is: 

Esteem.  Friendship.  Simple  politeness. 

The  same  movement  with  the  hand  nearer  the  body  and  the 
palm  turned  up  flat,  meant  primitively,  to  be  ready  to  receive  an 
object.  Figuratively  (Fig.  131): 


Give  me. 


I  ask. 


Grant  me. 


88 


THE  ART  OF  PANTOMIME 


Carried  out  further  : 

I  question.  Teach  me. 

Speak  to  me.  Explain  yourself. 


The  same  carried  out  by  both  hands : 

Same  expressions,  more  grasping,  more  urgent. 

The  same  position  of  the  hand  with  a  movement  from  below 
upward : 

To  raise.  To  sustain.  To  support.  To  lift. 

The  same  movement,  more  quickly  made : 

Get  up.  Stand  up.  Upright. 


Hands  horizontal,  arms  straight,  palms  down,  meant  primi¬ 
tively  (Fig.  132) : 

I  cover  some  one. 

I  shield  his  head  from  a  blow  aimed  at  him. 

Hence  the  further  meaning: 

I  protect.  I  shelter. 

I  take  under  my  protection.  I  defend. 
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The  same,  the  hands  coming  from  above: 

I  call  down  the  benefits  of  heaven. 

To  bless.  To  pardon. 

This  movement  also  signifies  a  covenant: 

May  misfortune  come  to  this  head  so  dear  to  me,  if  I  do  not 
fulfill  this  vow. 

On  this  head,  I  promise,  I  swear,  I  make  oath. 

Same  position  of  the  hands,  the  arms  folded  with  a  slow 
movement  from  above  down : 

To  calm.  To  appease.  To  quiet. 

Further  meanings: 

Silence.  Wait. 

Patience.  Be  at  rest. 

Same  position,  the  hands  parting  horizontally: 

Lie  down.  Go  to  bed. 

The  earth.  A  wide  expanse. 


To  join  the  hands  in  front,  palms  touching,  with  the  finger 
tips  pointing  to  the  person  addressed  (Fig.  133) : 
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Primitive  significance: 

The  image  of  hands  bound  together. 

Giving  up  of  natural  weapons. 

I  am  disarmed.  I  yield  myself. 

I  cast  myself  on  your  mercy. 

I  hope  only  in  your  generosity. 

Actual  significance : 

Pardon.  Mercy. 

I  implore.  I  pray. 

Tips  of  the  fingers  pointed  towards  heaven  (Fig.  134) : 
Gesture  of  religious  prayer. 

The  hands  joined  in  the  shape  of  a  vase  (Fig.  135) : 
Primitive  action  of  holding  water:  carried  out  to  mean: 


An  open  hand  in  front  of  one,  the  palm  turned  out,  finger  tips 
down  (Fig.  136): 

Primitively:  To  show  the  hands.  Not  to  hide  anything. 
Carried  out: 
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You  see! 

I  say  what  I  know. 

That  is  the  truth. 

I  prove. 

I  demonstrate. 

I  vow. 

Same  action  but 
with  hand  raised, 
finger  tips  up  (Fig. 

137);  preceding 
meaning,  more  sol¬ 
emn  and  also:  r 

Fig.  138. 

I  assert.  I  proclaim  widely. 

To  shake  the  index  finger  near  the  chin  with  back  of  hand 
outward,  has  the  primitive  significance  of  (Fig.  138) : 

Striking  with  a  stick. 
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Actual  meaning: 

I  threaten  you.  You  will  be  punished. 

Take  care!  You  have  me  to  reckon  with. 

To  shake  the  index  finger  with  the  arm  stretched  out  forward, 
palm  of  hand  outward  (Fig.  139) : 

No,  no!  That  is  not  true. 

I  do  not  wish.  Denials. 


Tip  of  index  finger  touching  the  forehead,  then  quickly 
pointed  outward,  palm  facing  in  (Fig.  140) : 

A  thought  rises  in  my  brain.  I  have  an  idea. 

Same  movement,  much  slower: 

I  remember. 

The  two  index  fingers  united: 

To  become  one.  To  ally. 

To  come  to  an  understanding.  To  mate. 
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To  sum  up,  the  following  are  the  principal  laws  governing  the 
language  of  the  hands : 

An  absent  object  is  delineated  with  the  palm  of  the  hand  as 
if  stroking  the  imaginary  exterior  of  this  object. 

Hands  upright,  palms  facing  in: 

To  call.  To  draw.  To  welcome. 

Hands  upright,  palms  out: 

To  remove.  To  separate.  To  repulse. 

Hands  horizontal,  palms  up: 

To  ask.  To  question.  To  raise.  To  support. 
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Hands  horizontal,  palms  down: 

To  cover.  To  protect.  To  bless. 

To  promise.  To  soothe.  To  pardon. 

Hands  wide  open,  carried  forward  and  shown  ostentatiously: 

To  confess.  To  prove. 

To  proclaim.  To  demonstrate. 

There  remain  a  certain  group  of  gestures  whose  symbolism 
is  well  known  and  which  may  be  employed  in  certain  situations, 
in  spite  of  their  vulgarity.  The  main  thing  is  to  use  them  in 
the  right  place. 

To  make  fun  of  anyone.  I  am  laughing  at  you. 

To  make  horns.  To  run  away. 

One  who  wears  horns.  To  scamper  off. 

That  happens  under  your  nose.  My  eye! 

Under  the  chin. 

These  gestures  are  too  ordinary  to  describe.  Remember  that 
movements  of  the  hands  are  very  expressive,  but  the  actor  is 
emphatically  urged  to  use  them  only  very  definitely  and  spar¬ 
ingly  outside  of  complementary  gestures. 


COMPLETE  REGISTRATION  OF  EXPRESSION 


The  majority  of  movements  which  can  be  executed  in  a  natu¬ 
ral  manner  with  the  members  of  the  body,  and  with  the  muscles 
of  face  and  hands,  have  been  analyzed  in  detail,  and  the  mean¬ 
ing  of  each  movement  stated.  This  first  work  resulted  in  giv¬ 
ing  information  about  the  resources  people  possess.  But  it  is 
only  an  inventory.  These  single  movements,  studied  sepa¬ 
rately,  might  be  called  the  words  of  the  language  of  acting,  none 
of  them  is  absolutely  complete  in  meaning;  moreover,  their 
number  is  limited.  It  is  evident  that  these  movements  may  be 
grouped  together,  associated  in  various  ways  to  form  an  in¬ 
finite  number  of  combinations. 

About  sixty  complete  expressions  of  the  principal  emotions 
follow.  The  most  characteristic  have  been  chosen  and  registered 
in  extreme  degree  so  as  to  obtain  the  clearest  and  most  striking 
signs.  It  must  be  understood  that  each  of  these  expressions  is 
capable  of  a  multitude  of  shadings.  Better  still,  the  greater 
part  of  these  expressions,  simple  and  complete,  can  be  combined 
with  one  another  and  form  double  or  triple  expressions,  etc. 

Of  course  it  is  impossible  to  point  out  all  feasible  combina¬ 
tions,  as  the  number  is  illimitable.  Besides,  too  great  a  number 
of  illustrations  would  have  impeded  the  comprehension  of 
principles. 

It  is  the  business  of  the  actor  to  be  thoroughly  informed 
about  the  movements  under  his  control,  their  meaning  and  their 
force,  so  that  he  may  bring  them  together  and  construct  the  ex¬ 
pressions  desired.  It  is  certain  that  by  studying  faithfully  the 
preceding  expositions  he  will  soon  be  able  to  carry  out  easily 
and  almost  without  thought,  the  pantomimic  signs  for  reg¬ 
istering  all  human  emotions.  It  is  no  more  difficult  than  to  join 
words  to  form  a  sentence. 
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Notice  particularly  that  none  of  the  movements  which  co¬ 
operate  to  make  an  expression  complete  must  be  omitted.  So 
it  is  essential  to  watch  at  the  same  time  the  attitude,  the  gesture 
and  the  facial  expression.  Sometimes,  the  physiognomy  ex¬ 
presses  two  emotions  at  the  same  time,  even  contradictory  ones 
like  joy  and  uneasiness,  gayety  and  suffering,  but  gesture  can 
only  convey  a  single  meaning. 

The  complete  expressions  shown  as  examples  will  be  divided 
into  two  distinct  groups,  namely: 

First:  Expressions  stamped  by  purpose  and  intelligence. 

Second:  Passive  expressions  where  will  and  intelligence  are 
paralyzed  for  the  moment. 

The  reason  for  adopting  this  classification  is  that  always, 
without  exception,  it  was  noticed  that  these  different  expressions 
were  characterized  by  very  remarkable  signs  quite  contrary  and 
more  or  less  accented,  which  are : 

For  class  I  —  Drawing  the  eyebrows  together  produces  ver¬ 
tical  lines  at  the  base  of  the  forehead. 

For  class  II  —  Lifting  the  eyebrows,  producing  horizontal 
wrinkles  on  the  forehead. 

It  would  seem  that  this  classification,  based  on  an  invariable 
phenomenon,  should  facilitate  this  study.  And  it  might  prove 
of  interest  to  physiologists  to  strive  to  find  out  why  a  certain 
state  of  mind  should  always  and  universally  manifest  itself  by 
the  same  dramatic  lines. 

Here  are  two  invaluable  rules. 

Because  of  the  power  of  visible  action,  make  only  move¬ 
ments  that  are  absolutely  necessary. 

Acting  should  consist  — 

Always  in  attitudes. 

Often  in  facial  expressions. 

Rarely  in  gesticulations. 


EXPRESSIONS  OF  THE  ENTIRE  HEAD 


MARKED  BY 

Will  and  Intelligence 


Modesty.  Greeting. 

Timidity.  Acquiescence. 

Principal  movements: 

Bending  the  head.  Drooping  the  eyelids.  (See  Fig.  8.) 
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Interest.  Curiosity. 

Attention.  Activity. 


Principal  movements.  Fixed  look.  The  head  moved  for¬ 
ward. 

(Position  Fig.  13.)  This  movement  of  the  head  is  one  of  the 
most  eloquent.  It  usually  indicates  a  wish,  an  act  of  will.  It  is 
also  the  sign  of  most  of  the  violent  emotions. 
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Same  expressions  as  the  preceding  but  more  indifferent  or 
more  familiar. 

Principal  movement.  Turning  the  head.  (Position,  Figs,  n 
and  12.)  This  movement  is  less  active  than  the  preceding. 

Nevertheless,  very  happy  effects  of  opposition  may  be  ob¬ 
tained  by  this  turning  of  the  head. 
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Kindness.  Discreet  Agreement. 

Deference.  Familiar  Greeting. 

Gallantry. 

Principal  movements.  The  head  much  turned;  the  look  di¬ 
rected  nearly  behind.  (Position  Fig.  36.) 

Notice  that  the  sense  of  grace,  of  mystery  and  intimacy  are 
due  to  the  movements  of  opposition.  Kindness  is  shown  by 
the  slightly  veiled  eye. 
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Fig.  145. 


Hypocrisy.  Dissimulation. 

Principal  movement:  Looking  from  between  nearly  closed 
eyelids.  (Position  Fig.  40.)  Note  that  it  is  the  contradiction 
between  the  half-frowning  eyelids  (ill-will)  and  the  beginning  of 
a  smile  (good-will)  which  gives  the  sense  of  falseness  to  this 
expression. 
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Fig.  146. 


Falseness.  Astuteness.  Deceit. 

Treachery.  Malice. 

Position  Fig.  33. 

Principal  movements:  Eyelids  half-closed.  Sideways  look. 
Brows  drawn  together.  Forced  smile.  Cheeks  raised,  wrin¬ 
kling  under  the  eyes.  Note  same  qualities  as  in  preceding  ex¬ 
pression  except  that  in  this  last  the  contradictory  movements  of 
the  features  are  more  striking. 
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Hie. 

I  mock. 


I  deceive. 
I  jest. 


Principal  movements:  Smiling  on  one  side  only,  thus  raising 
the  cheek  and  making  the  eye  smaller.  Note  that  movements 
carried  out  by  one  alone  of  double  features  form  an  “  aside.” 
Any  attitude. 
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To  lend  the  ear.  I  listen. 

Uneasiness.  I  seek  to  take  by  surprise. 

Principal  movements:  Head  carried  to  one  side  and  the  eyes 
turned  to  the  side.  Position  Fig.  12  reversed. 

The  direction  of  the  look  gives  significance  to  this  movement. 
When  the  eyes  look  sideways,  one  tries  to  hear,  one  listens; 
when  the  glance  turns  to  the  audience  and  a  new  expression 
appears  on  the  face,  one  hears. 
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Fig.  149. 


He  wants  to  deceive  me.  He  is  lying. 

There  is  something  ambiguous.  I  have  my  doubts. 

Principal  movements:  Corner  of  mouth  drawn  down.  One 
cheek  raised,  partly  closing  the  eye. 


Fig.  150. 


Heavens!  what  a  disappointment.  Missed! 

I  have  done  a  foolish  thing.  Unexpected  difficulties. 

Position  Fig.  43. 

Principal  movements:  Biting  the  lower  lip.  This  act,  which 
causes  the  drawing  back  of  the  lower  jaw,  cannot  give  a  mali¬ 
cious  look.  It  expresses  also  an  effort  not  to  show  one’s  spite 
or  displeasure. 
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Fig.  151. 


The  devil!  It’s  more  serious  than  I  thought. 

Let’s  keep  our  eyes  open!  There  is  danger. 

I  must  look  out! 

Position  Fig.  46. 

Principal  movements:  One  eye  quite  closed;  the  other  very 
wide-open.  Face  drawn  down.  The  mouth  puckered  up.  This 
is  also  a  confidential  expression.  The  closed  eye  means  dis¬ 
simulation.  The  pursed  lips  controlled  surprise.  The  open  eye 
proclaims  danger. 
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Fig.  152. 


Uneasiness.  Suspicion. 

Distrust.  They  deceive  me. 

Position  Fig.  15. 

Principal  movements :  Cheeks  raised,  partly  closing  the  eyes. 
Brows  frowning.  Corners  of  mouth  drawn  down. 

The  eyes  half  shut  and  looking  sideways  express  disguised 
mistrust.  Frowning  brows  —  irritation  and  being  on  the  defen¬ 
sive.  The  drawn  down  corners  of  the  mouth  show  bitterness 
and  reproach. 
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Ironic  smile.  Raillery. 

Disparagement.  Sarcasm. 

Scorn.  That’s  nonsense. 

Position  Fig.  15. 

Movements:  One  corner  of  the  mouth  smiling,  the  other 
drawn  down.  Upper  eyelids  slightly  drooped.  This  expression 
is  quite  contradictory.  The  eyes  slightly  veiled  and  the  one¬ 
sided  smile  express  condescension.  The  drawn  down  corner  of 
the  mouth  indicates  surmises  and  disgust.  The  mocking  and 
sarcastic  significance  results  from  this  opposition.  This  expres¬ 
sion  is  capable  of  many  delicate  shadings. 
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Fig.  154- 


Mistrust. 
This  is  bad. 
Blame. 


Disapproval. 

I  do  not  like  this. 


Position  Fig.  15. 

Movements:  Same  as  Fig.  152  but  with  direct  look.  Here 
the  suspicion,  instead  of  being  hidden,  is  frankly  expressed. 
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Fig.  155. 


What  a  scandal !  How  terrible ! 

I  take  Heaven  to  witness!  I  call  down  Divine  punishment! 

Position  Fig.  16. 

Principal  movements :  The  look  cast  upward ;  the  drawn  eye¬ 
brows;  drooping  of  lower  jaw. 

The  mouth  open  as  if  to  shout  indicates  surprise.  Drawing 
down  the  brows  and  the  vertical  lines  of  the  forehead  prove  that 
this  surprise  excites  indignation  and  the  raised  look  informs 
heaven  of  its  object. 
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Mistrust.  Disgust. 

Loss  of  heart.  Repulsion. 


Position  Fig.  16. 

Movements:  Drawing  the  head  backward.  Frowning  brows. 
Squinting  eyes.  Raised  nostrils.  Corners  of  mouth  drawn 
down. 

The  frowning  eyebrows  express  the  fighting  spirit:  the  partly 
closed  eyes  testify  to  a  displeasing  sight:  raising  the  nostrils 
draws  the  upper  lip  into  the  strongest  sign  of  repugnance:  fi- 
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nally,  the  corners  of  the  mouth  drawn  downward  indicate  bitter¬ 
ness  and  contempt. 

In  this  expression  where  sight,  taste  and  smell  seem  disagree¬ 
ably  affected,  note  that  the  signs  would  be  the  same  whether 
provoked  by  a  mental  or  physical  object.  The  most  prominent 
characteristic  of  this  expression  is  the  drawing  up  of  the  nostrils. 

Observe  further  that  the  root  of  these  movements  of  eyes, 
nose  and  mouth  lies  in  self-protection,  the  object  being  to  de¬ 
crease  the  disagreeable  sensations  experienced  by  the  three 
senses. 

There  is  no  reason  these  signs  should  ever  change  as  they  are 
useful  and  logical.  This  applies  to  most  dramatic  manifesta¬ 
tions. 


Fig-  157- 


Same  as  the  preceding,  front  view. 
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Fig.  158. 


Dignity.  Firmness.  Assurance. 

Position  Fig.  12. 

Movements:  Head  raised.  Brows  lowered.  Firm  look. 
The  dignity  of  the  expression  depends  on  the  carriage  of  the 
head. 


Fig.  159. 


Pride.  Insolence. 

Authority.  Haughtiness. 


Position  Fig.  34. 
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Movements :  Head  thrown  back.  Brows  severe.  Slight  pro¬ 
trusion  of  lower  lip.  The  raised  head  which  allows  one  to  look 
from  above  shows  the  good  opinion  one  has  of  oneself.  The 
pouting  of  the  lower  lip  displays  disdain  felt  for  others. 


Fig.  160. 


Deception.  Intellectual  activity. 

Difficulties  to  be  conquered.  Power  of  resistance. 

Positions  Figs.  42  and  43. 

Movements:  Lowering  of  brows.  Direct  gaze.  Jaws  closed 
tightly.  The  severity  of  the  eyes,  together  with  firmness  of 
the  mouth  characterizes  this  expression. 
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Fig.  161. 


Foreseeing  danger. 
Tense  mind. 


Serious  boredom.  I  wish. 

Powerful  combativeness.  I  fight. 


Unchanging  determination.  Desperate  struggle. 

Positions  Figs.  43  and  44. 

Principal  movements :  Lowering  and  drawing  together  of  the 
eyebrows  in  vertical  lines  which  accuse  strongly.  Jaws  con¬ 
tracted  and  corners  of  mouth  drawn  down. 

The  look  from  beneath  the  extremely  lowered  brows  acquires 
depth  and  somber  power.  The  deeply  marked  vertical  wrinkles 
indicate  exhaustless  energy  and  tenacity  of  purpose.  The  closed 
lips  with  the  corners  of  the  mouth  drawn  down  betray  the  irrita¬ 
tion  caused  by  an  obstacle  and  the  firm  determination  to  smash 
it.  The  maximum  expression  of  human  will  results  from  the  un¬ 
ion  of  these  signs.  The  particular  shape  of  the  eyebrows  is  the 
dominant  sign,  of  great  eloquence,  in  this  expression.  A  fas¬ 
cinating  problem  to  solve  would  be  to  learn  just  why  this  sign 
infallibly  and  constantly  accompanies  in  some  degree  every 
act  of  the  human  will. 
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Fig.  162. 


Profound  discouragement.  Grief. 

Moral  torture.  Great  perplexity. 


Positions  Figs.  44  and  45. 

Movements:  Eyebrows  drawn  far  down.  Fixed  look.  Facial 
muscles  relaxed.  Head  bowed.  Line  of  lips  drawn  low. 

In  this  expression  the  eyebrows  do  not  come  as  near  together 
as  in  the  preceding.  The  head  is  bowed,  sign  of  depression: 
the  jaws  are  parted  and  all  the  muscles  relaxed,  showing  weak¬ 
ness  of  will.  It  seems  as  if  energy  were  exhausted  and  the  per¬ 
son  more  ready  to  yield  to  despair  than  to  continue  to  struggle. 
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Fig.  163. 

Deep  anguish.  Despair.  Incurable  sorrow. 


Same  signs  as  in  preceding  figure  but  intensified.  The  heavy- 
head  bends  lower,  which  gives  a  deeper  and  more  troubled  sad¬ 
ness  to  the  look. 


Misery.  Physical  suffering. 

Grief.  Decline. 


Positions  Figs.  30  and  33. 
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Movements:  Cheeks  sunken.  Brows  frowning.  Heaviness 
of  upper  eyelids.  Corners  of  the  mouth  drawn  down. 

The  heaviness  of  the  eyelids,  which  fall  as  though  weary,  pro¬ 
duces  particularly  the  expression  of  grief  and  discouragement. 
Still,  in  spite  of  the  bitterness  of  the  mouth,  the  vertical  wrinkles 
of  the  forehead  and  drawn  brows  show  a  habit  of  effort  and  exer¬ 
cise  of  the  will. 

Note  that  the  last  three  faces  are  not  of  passing  expressions, 
but  rather  definite  conditions  to  which  the  muscles  seem  hard¬ 
ened  by  misfortune  and  suffering. 


Fig.  165. 


Extreme  peril. 
Despair. 


Desperate  situation. 
Overwhelming  horror. 


Positions  Figs.  46,  47  and  48. 

Movements:  Violent  frown.  Extremely  wide  open  eyelids. 
Dropping  the  lower  jaw. 

The  eyes  are  dilated  by  the  sight  of  fearful  danger  or  a  hor¬ 
rible  catastrophe.  The  dropped  lower  jaw  shows  a  momentary 
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oss  of  power  to  move.  But  the  energetic  frown  indicates  that 
he  will  has  not  given  up  and  the  person  will  fight  to  the  bitter 
md,  even  without  hope. 


Impertinence.  Arrogance. 

Challenge.  Revolt. 

Position  Fig.  34. 

Principal  movement:  The  head  is  turned  and  thrown  back. 

This  expression  is  characterized  by  the  backward  tilt  of  the 
head,  but  understand  that  it  is  much  increased  by  the  opposition 
of  the  position  which  compels  the  turning  of  the  head,  and  look¬ 
ing  at  the  opponent  over  the  shoulder  while  the  back  is  almost 
turned  to  him.  The  same  expression  made  directly  in  front 
would  lose  much  of  its  force. 
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Fig.  167. 


Restrained  anger.  Desire  to  harm. 

Cruelty.  Ferocity. 

Need  of  vengeance.  Implacable  hate. 

Position  Fig.  13  with  the  fists  clenched. 

Principal  movement:  Biting  of  the  upper  lip  forcing  the  lower 
jaw  forward. 

It  is  interesting  to  compare  this  expression  with  Fig.  150  so 
as  to  study  the  curious  difference  between  biting  the  lower  or  the 
upper  lip.  In  the  latter  action  the  outline  of  a  smile  becomes 
impossible  and  the  features  reflect  a  strange  character  of  wick¬ 
edness  and  cruelty.  Nevertheless,  this  biting  of  the  lip  indi¬ 
cates  the  repression  of  a  violent  wave  of  anger. 
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All  the  signs  of  the  preceding  except  that  the  lip  is  not 
pressed  by  the  teeth,  the  eyes  are  staring  and  the  brows  drawn 
closer. 

Position  Fig.  47,  but  with  the  fists  held  in  front. 

Here  fury  is  not  repressed;  it  is  loosed,  it  bursts  forth.  The 
lower  jaw  protrudes  menacingly,  the  eyes  open  wide  as  if  to 
terrorize  or  fascinate,  and  the  violent  contraction  of  the  brows 
betrays  the  need  of  immediate  vengeance,  the  will  to  conquer,  to 
destroy.  The  head  is  thrust  far  forward,  as  it  is  in  all  excessive 
emotion  where  the  will  is  exasperated  or  crossed.  Perhaps  this 
forward  thrust  of  the  jaw  originates  from  an  instinctive  desire 
to  bite. 
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Unloosed  fury. 


Side  view  of  above. 


PASSIVE  EXPRESSIONS 


Where  Will  and  Intelligence  Are  Paralysed 
for  the  Moment 


Fig.  170. 

Attention.  Enticement. 

Interest.  Charm. 

Principal  movements:  The  head  is  advanced.  Lower  jaw  is 
relaxed.  The  eyebrows  are  raised. 

This  expression  as  a  whole  indicates  that  the  subject  is  af¬ 
fected  by  some  outside  influence  and  that  he  is  not  active  him¬ 
self. 
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Pleasant  sight.  Admiration. 

Love. 

Principal  movements:  The  head  is  advanced.  The  eyebrows 
are  raised.  The  dawning  smile  raises  the  cheeks. 

Attitude:  Fig.  14.  Advancing  the  head  and  raising  the  eye¬ 
brows  show  that  one  feels  an  influence.  The  whole  demon¬ 
strates  pleasure,  admiration. 
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Desire.  I  wish. 

Appetite.  I  ask. 

Need  of  possessing.  I  beg. 


Principal  movements:  The  head  is  well  advanced  and  tilted 
backward.  The  eyebrows  are  raised  and  slightly  contracted. 
The  lips  are  pouted. 

Attitude:  Fig.  14.  Here  admiration  has  led  to  the  desire  to 
possess.  Extreme  desire,  which  is  painful,  is  manifest  in  the 
light  frown,  while  the  raised  eyebrows  indicate  the  charm  ex¬ 
perienced  or  felt;  the  lips  advanced  as  for  a  kiss,  ask,  beg,  im¬ 
plore.  Then  the  head  advanced  and  tilted  back  betrays  the 
ardor  and  intensity  of  the  passion.  Will  is  not  yet  manifest, 
but  those  feelings  that  precede  and  produce  it. 
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Desire  to  please.  Coquetry. 

Affectation.  Mannerism. 

Principal  movements:  Leaning  of  the  head.  Raising  of  the 
eyebrows.  The  lips  smiling  and  made  small. 

Attitudes:  Figs.  35  and  39. 

The  inclination  of  the  head  denotes  an  effort  towards  a  gra¬ 
cious  position:  the  lifting  of  the  brows  and  the  smile  betokens 
self-admiration.  Making  the  mouth  small  shows  desire  to 
please  and  also  that  one  has  delicate  and  refined  taste. 
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Large.  Fat. 

Chubby.  Prosperous. 

Principal  movement:  Puffed  out  cheeks. 

Attitude:  Fig.  9. 

This  is  merely  a  descriptive  sign  to  show  that  someone  is 
large,  chubby  or  in  comfortable  circumstances. 


Fig.  175- 


Prosperity.  Pleased  with  oneself. 

Satisfaction.  Exaggerated  self-importance. 
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Principal  movements :  The  head  thrown  back.  The  eyebrows 
raised.  Expansion  of  mouth  and  cheeks. 

Attitudes:  Figs.  9  and  23. 

The  raised  brows  and  the  smile  indicate  self-approbation. 

Throwing  the  head  back  shows  the  desire  to  make  oneself  im¬ 
portant.  The  attitudes  suggested  as  appropriate  to  this  expres¬ 
sion  reveal  the  character’s  vulgarity. 


Ignorance.  Perhaps. 

I  don’t  know.  I  haven’t  an  idea  about  it. 


Principal  movements:  Hunching  up  the  shoulders.  Raising 
the  eyebrows  high.  Corners  of  mouth  drawn  down. 
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Attitude:  Fig.  38. 

In  this  expression,  the  extreme  elevation  of  the  eyebrows  pro¬ 
ducing  horizontal  wrinkles  on  the  forehead,  signifies  mental 
blankness  for  the  moment.  This  sign  is  voluntarily  used  in 
place  of  speech.  The  most  intelligent  man  makes  use  of  it.  It 
signifies  definitely:  On  this  subject  I  know  nothing  at  this  mo¬ 
ment.  And  by  suggestion:  I  am  ignorant.  The  drawn  down 
corners  of  the  mouth  express  the  displeasure  one  feels  at  this 
ignorance.  The  hanging  arms,  with  hands  showing  the  palms, 
confess  this  ignorance. 

The  connection  between  hunching  the  shoulders  and  the  wish 
to  confess  one’s  ignorance  has  been  looked  for  in  vain.  But  it 
can  be  asserted  that  this  movement  always  accompanies  this 
feeling  and  all  the  world  knows  and  understands  it  as  such. 

Besides,  this  movement  of  the  shoulders  especially  charac¬ 
terizes  feelings  of  fear.  Perhaps  it  signifies  in  this  last  position : 
I  fear  to  be  punished  for  my  ignorance.  Do  not  punish  me. 
Pardon  me  for  not  knowing. 

Whatever  the  reason,  the  expression  of  ignorance  would  not 
be  complete  without  this  movement  of  the  shoulders. 
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I  hear.  What  I  hear  is  agreeable. 

Principal  movements:  The  head  is  carried  to  one  side.  Di¬ 
rect  forward  gaze.  Eyebrows  raised  and  mouth  smiling. 

Attitude:  Fig.  12. 

The  head  on  one  side  means  to  listen,  to  lend  an  ear.  The 
forward  look  at  the  audience  shows  that  one  hears.  The  upward 
bend  of  the  eyebrow  shows  the  receipt  of  an  impression  and  the 
smile  tells  that  this  impression  is  pleasant. 

Compare  this  with  the  expression  of  Fig.  148,  which  merely 
hears. 
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Is  she  pretty! 

I  got  out  of  that  well 
What  luck! 


Unexpected  joy. 


Principal  movements:  Biting  of  the  lower  lip.  Raising  the 
eyebrows  high.  Laughing  lips  and  cheeks. 

Attitude:  Fig.  13. 

The  lip  is  bitten  to  hold  in  loud  exclamations,  and  the  cheer¬ 
fulness  of  the  countenance  indicates  the  surprise  is  a  happy  one. 
The  raised  eyebrows  of  this  expression  eloquently  accentuate 
this  sentiment  of  joyous  surprise. 
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Fig.  179. 

Joy.  Contentment. 

Gayety.  Physical  satisfaction. 

Attitudes:  Figs.  9  and  10. 

Principal  movements:  The  lips  are  stretched  in  a  grin  that 
pushes  up  the  cheeks  into  wrinkles  under  the  eyes.  The  brows 
are  raised  high,  forming  lines  across  the  forehead. 

The  high  elevation  of  the  brows  indicates  the  person  is  forc¬ 
ibly  impressed;  and  the  wide  smile  shows  that  it  is  extremely 
agreeable.  The  entire  expression  manifests  a  complete  satis¬ 
faction  of  physical  appetites  or  being  tickled  by  a  sensual  and 
gross  idea.  The  postures  suggested  complete  this  impression. 
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Fig.  180. 

Outburst  of  laughter. 


The  same  movements  as  the  preceding  figure  carried  out  to 
the  maximum. 


Swooning  with  pleasure.  Excessive  feeling. 

Principal  movements:  The  head  bent  back.  The  eyes  cast 
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upward.  The  upper  eyelids  drooping.  Eyebrows  well  raised. 
The  line  of  the  lips  stretched  taut  to  disclose  the  upper  teeth. 

This  expression  indicates  an  excessive  sensation.  In  this 
condition  the  muscles  left  to  themselves  become  set  in  a  sign 
of  the  highest  degree  of  feeling.  Nevertheless  the  relaxing  of 
some  muscles  indicates  that  the  power  of  sensation,  exhausted 
by  too  great  an  effort,  is  considerably  diminished.  The  high 
elevation  of  the  eyebrows  testifies  that  emotion  has  absolute  con¬ 
trol,  excluding  the  faintest  sign  of  will;  the  broad  smile  shows 
satisfaction,  but  the  convulsed  eyes  and  drooping  upper  lips  be¬ 
tray  the  excess  of  the  emotion  and  impotency  to  sustain  it  longer. 


Fig.  182. 


Swooning  from  pain. 


Limit  of  sensation. 


The  same  characteristics  as  shown  in  the  preceding  figure, 
with  the  slight  difference  that  vertical  lines  are  found  at  the  base 
of  the  forehead  mingled  with  transverse  ones  which  testify  to  an 
instinctive  and  insensible  struggle  against  pain.  Also  the  cor¬ 
ners  of  the  mouth  being  slightly  drawn  down  in  spite  of  their 
wide  stretch  shows  the  sensation  is  disagreeable.  With  these 
modifications,  all  that  was  said  about  the  preceding  figure  ap¬ 
plies  to  this.  These  two  expressions  signify  extreme  emotion; 
delicate  shadings  reveal  the  cause  as  pleasant  or  painful. 
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Fig.  183. 


To  be  a  sot.  Depravity. 

Moral  lack.  Absolute  dullness. 

Attitude:  Fig.  10. 

Principal  movements:  Raising  of  the  eyebrows.  Drooping 
of  upper  eyelids,  of  lower  jaw  and  all  the  muscles  of  the  lower 
part  of  the  face. 

Notice  that  in  this  expression  the  signs  are  not  accidental  and 
transitory,  but  permanent,  chronic  and  definite. 

All  show  of  will  has  disappeared.  The  raised  brows  and 
wrinkling  of  the  forehead  indicate  the  subject  is  constantly 
subjected  to  adverse  influences,  while  the  marked  relaxation  of 
all  the  lower  muscles  of  the  face  proclaims  absolute  impotence 
to  wish,  to  act,  or  to  react.  It  is  intellectual  death. 
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To  be  crestfallen.  I  am  thrashed. 

Caught  in  a  trap.  Duped,  beaten,  punished. 

Principal  movements:  Cross  wrinkles  of  the  raised  and 
frowning  brows.  Long  face  produced  by  lowering  the  jaw. 
Corners  of  mouth  drawn  down. 

Attitudes:  Figs.  8  and  38. 

The  raised  brows  and  weakness  of  the  lower  muscles  are  the 
confession  of  foolishness  or  of  a  fault  committed;  the  drooped 
corners  of  the  mouth  and  the  vertical  lines  at  the  base  of  the 
forehead  signify  the  regret  and  discomfort  experienced. 
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Fig.  185. 


Regrets.  Remorse. 

Shame.  Confusion. 

Principal  movements:  Bowing  the  head.  Crosswise  and 
double  movement  of  the  eyebrows.  Bitterness  of  the  mouth. 
Resting  the  weight  of  the  body  on  the  backward  foot. 

Attitude:  Fig.  15. 

The  head  is  bent  as  if  in  an  effort  to  hide;  this  also  gives  the 
effect  of  masking  the  look.  The  lips  are  raised  by  the  turning 
up  of  the  nostrils  and  at  the  same  time  drawn  down  at  the  cor¬ 
ners  to  express  the  disgust  one  feels  at  oneself.  The  transverse 
and  vertical  wrinkles  which  crisscross  on  the  forehead  show 
both  the  painful  impression  received  and  irritation  at  finding 
oneself  in  such  a  predicament. 

Hunching  the  shoulders  accentuates  this  expression. 
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Fig.  186. 


To  beg.  To  implore. 

To  move  to  pity.  To  complain. 

Principal  movements:  Bowing  of  the  head.  Crisscross  lines 
on  the  forehead.  Cheeks  raised  and  wrinkled  under  the  eyes. 
Lips  prominent  and  pouting. 

Attitude:  Fig.  33. 

All  the  marks  of  this  expression,  the  opposing  lines  of  the 
eyebrows,  contraction  of  the  cheeks  causing  wrinkles  under 
the  eyes  and  on  the  nose,  are  characteristic  of  the  desire  to 
weep.  They  seek  to  excite  pity,  to  move.  The  pouting  of  the 
lips  is  both  the  sign  of  a  kiss  and  of  a  plaintive  prayer. 

Their  object  is  to  gain  sympathy  and  kindness.  The  greater 
or  less  degree  the  head  is  bowed  shows  shamed  timidity. 
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Sensibility.  To  have  a  heavy  heart. 

Desire  to  weep.  Tears  held  back. 

Principal  movements:  Opposing  movements  of  the  brows  and 
wrinkles  on  the  forehead.  Contraction  of  the  cheeks.  Corners 
of  the  mouth  drawn  down. 

A  variety  of  attitudes. 

The  eyebrows  raised  high  forming  horizontal  wrinkles  indi¬ 
cates  that  one  is  the  victim  of  violent  emotion,  while  at  the 
same  time  the  drawing  together  of  the  eyebrows  causing  vertical 
wrinkles  reveals  an  effort  to  resist  this  emotion,  or  at  least  to 
suppress  showing  it.  Still,  the  contraction  of  the  cheeks  and  the 
bitter  mouth  betray  that  the  emotion  is  stronger  than  the  will. 
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Fig.  188. 


To  weep.  To  burst  into  tears. 

The  same  marks  as  the  preceding  figure  but  much  more  em¬ 
phasized.  The  contraction  of  the  cheeks  and  of  the  lower  mus¬ 
cles  of  the  face  increases,  making  the  eyes  smaller,  while  the 
mouth  partly  opens  in  a  grin. 

It  is  obvious  that  these  movements  induced  by  grief  and  pain 
occur  spontaneously  and  instinctively  with  the  object  of  relief, 
the  same  as  one  cries  out  in  pain,  yawns  when  sleepy,  laughs 
when  tickled,  etc. 
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Fig.  189. 

Paroxysm  of  physical  pain. 

Principal  movements:  Extreme  raising  of  the  eyebrows. 
Eyes  dilated.  Mouth  grinning  and  open  to  let  out  cries.  Con¬ 
traction  of  all  the  facial  muscles. 

Attitudes:  Figs.  16  and  48. 

The  raised  eyebrows  covering  the  forehead  with  horizontal 
lines  and  obliterating  vertical  ones  indicate  that  sensation  has 
taken  full  possession  and  dominates  the  personality.  Will 
has  disappeared,  powerless.  The  distracted  being,  all  at  sea, 
wails  sorrowfully,  perceiving  nothing  but  immense  pain.  He 
scarcely  retains  a  glimmer  of  intelligence  to  wish  for  death. 
As  always  with  extreme  emotions,  the  hunching  of  the  shoulders 
accompanies  this  expression. 
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Fig.  190. 


Astonishment. 

Principal  movements:  Eyebrows  raised  high.  Mouth  open 
ready  to  shout.  Shoulders  raised. 

Attitude:  Fig.  15. 

Sudden  sensation,  paralysing  all  the  faculties  for  the  moment, 
is  betrayed  by  the  raised  eyebrows :  the  mouth  opens  to  cry  out. 
The  half-finished  smile  in  this  illustration  indicates  the  surprise 
is  rather  agreeable. 
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Fig.  191. 


Stupefaction. 

The  same  movements  as  the  preceding  but  much  more 
marked. 

Attitude:  Fig.  16. 

This  is  astonishment  at  its  peak.  The  whole  being  is  petri¬ 
fied,  stupefied.  Will  and  intelligence  are  entirely  gone.  In  this 
degree  astonishment  no  longer  permits  any  sign  of  pleasure. 
As  will  be  demonstrated,  stupefaction  can  only  be  joined  to  a 
sentiment  of  fear. 
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Fig.  192. 


Ecstasy. 


Rapture. 


Principal  movements:  Elevation  of  eyebrows;  eyes  turned 
towards  heaven.  Head  thrown  back.  Lower  jaw  dropped. 

Attitude:  Fig.  16. 

The  action  of  the  eyebrows  shows  one  is  possessed  by  an  all 
powerful  feeling;  the  direction  of  the  look  indicates  this  feel¬ 
ing  comes  from  above;  the  relaxation  of  the  lower  jaw  shows 
that  will  is  absent  and  the  individual  has  entirely  forgotten 
himself. 
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Fig-  193- 


Fright. 


Terrifying  sight. 


Same  movements  as  Fig.  191  with  the  addition  of  a  contrac¬ 
tion  of  the  brows  which  testifies  that  the  cause  of  stupefaction 
is  a  horrible  spectacle  or  the  approach  of  a  frightful  danger. 
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Fig.  194. 


Same  as  the  preceding,  profile  view. 
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Wildness.  Sensation  of  a  beast  at  bay. 

Doting. 

Same  movements  as  in  the  last  illustrations,  with  the  differ¬ 
ence  that  the  head  is  lowered  and  that,  instead  of  being  petrified, 
he  is  agitated.  Will  and  intelligence  have  departed  before  a 
near  and  horrid  peril,  and  the  perturbed  being,  bereft  of  reason, 
and  now  moved  by  a  purely  instinctive  impulse,  rages  without 
a  target,  and  keeps  turning  in  a  circle,  incapable  of  doing  any¬ 
thing  useful  for  his  preservation. 
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Principal  movements:  Head  carried  forward;  first  finger  laid 
on  pursed-up  lips;  eyebrows  raised.  This  face  expresses  with 
great  energy  the  command  not  to  speak,  the  order  to  keep  silent. 
Evidently  the  one  making  this  sign  imposes  his  will.  Now,  at 
first  it  would  seem  difficult  to  explain  the  connection  with  the 
elevation  of  the  eyebrows  which  has  always  been  cited  as  in¬ 
dicating  absence  of  will,  so  this  solution  is  offered:  To  render 
the  command  more  effectual  a  threat  accompanies  it.  So  the 
expression  means:  Silence!  on  pain  of  something  fearful!  And 
this  something  fearful  is  definitely  expressed  by  the  raised  eye¬ 
brows  which  always  indicate  fright. 
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All  has  not  been  said.  Many  omissions  the  author  is  well 
iware  of,  and  perhaps  some  mistakes,  have  slipped  in.  Still, 
:his  would  appear  to  be  the  right  path,  and  in  thus  letting  the 
reader  assist  in  the  attempt,  and  in  disclosing  this  method  of 
research,  in  working,  as  it  were,  under  his  eyes,  it  would  seem 
that  the  student  has  been  taught  not  only  to  follow  and  share 
the  joy  of  the  little  discoveries  made,  but  to  go  on  further  and 
to  bring  to  greater  perfection  this  first  study  of  the  Art  of  Panto¬ 
mime,  or,  if  preferred,  this  attempt  to  reconstruct  the  language 
of  Nature. 
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CHAPTER  I 

The  first  part  of  this  book  has  demonstrated  that  in  all  work 
dealing  with  the  representation  of  humanity,  every  artist  is 
forced  to  resort  to  the  language  of  Nature. 

Thus  it  would  seem,  if  there  is  to  be  an  art  of  acting,  that 
this  art  must  be  cultivated,  taught  and  guided  into  a  path  of 
progress  leading  it  towards  perfection. 

The  best  way  to  perfect  dramatic  art  is  to  play  pantomimes; 
no  longer  according  to  individual  fancy,  as  has  been  the  custom, 
but  under  a  system  governed  by  certain  laws,  and  noting  the 
improvement  gained.  This  is  the  first  benefit  of  pantomimes. 

The  question  may  arise,  does  pantomime  possess  sufficient  re¬ 
sources  to  make  a  show  complete,  intelligible,  and  interesting 
enough  to  offer  to  the  public? 

Many  persons  profess  a  deep  disdain  for  pantomime  and  con¬ 
demn  it  without  investigation.  If  it  is  judged  only  from  some 
of  the  examples  to  be  seen  on  all  sides,  severe  criticism  is  not 
far  wrong.  Most  of  the  time  the  representations  are  of  pieces 
poorly  composed,  played  by  actors  who  understand  nothing  of 
the  art  of  dumb  show,  from  which  a  natural  feeling  of  boredom 
and  weariness  results.  But  neither  is  an  ill-written  play,  inter¬ 
preted  by  poor  actors,  a  very  pleasing  performance. 

So  when  it  is  asked  if  pantomime  can  become  a  spectacle 
worthy  of  the  public’s  interest,  it  must  be  understood  that  this 
result  is  expected  when  authors  and  actors  shall  have  learned 
the  art  of  registering  emotion  properly. 

Admitting  that  some  day  perfectly  definite  and  intelligible 
pantomimes  will  be  presented,  it  is  further  argued: 

Will  not  the  field  of  their  action  be  very  narrow? 
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Why  have  pantomime  when  we  have  drama? 

Why  have  dumb  show,  when  we  have  speech? 

Why  accept  less,  when  we  have  the  whole? 

To  the  above  questions,  these  answers  are  offered: 

The  first  step  in  forming  a  clear  opinion  on  pantomime  is 
definitely  to  appraise  its  resources  and  its  difficulties.  Analy¬ 
sis  of  the  fascinating  elements  of  the  eternal  charm  which 
draws  the  crowd  to  the  theater  includes  them  all  in  the  following 
list: 

^  i.  The  literary  beauties  of  the  play. 

2.  Declamation,  song,  and  the  charm  of  the  human  voice. 

^3.  The  interest  due  to  plot  and  situation. 

'-4.  The  stage  pictures.  (Movements,  groups,  tableaux.) 

^5*  The  acting  of  the  artists.  (Attitudes,  play  of  features, 
gestures.) 

The  personality  of  the  artists. 

^  Costumes. 

’^8.  Scenery  and  properties. 

9.  Lighting  effects. 

•10.  Music. 

Dancing. 

12.  Even  the  interest  in  the  audience  attending  the  show. 

Is  it  not  evident  that  with  the  exception  of  the  first  two,  pan¬ 
tomime  includes  all  the  others? 

And  is  it  not  these  others  that  produce  the  captivating  illusion 
which  we  seek  in  a  performance? 

In  other  words,  is  it  not  what  a  deaf  person  would  enjoy  in 
seeing  “  The  Barber  of  Seville  ”  played,  for  instance? 

Or  can  the  feelings  of  a  blind  man  at  the  same  performance 
be  imagined?  Each  of  these  unfortunates  would  experience  a 
different  joy:  the  first  would  see  a  pantomime  played;  the  sec¬ 
ond  hear  a  great  work  rendered.  It  is  not  necessary  to  decide 
which  one  would  lose  the  most. 

The  effort  is  made  to  show,  that  in  all  theatrical  productions, 
pantomime  occupies  a  large  place.  It  is  apparent  that  if  any  of 
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these  regular  plays  had  been  composed  especially  to  be  acted 
in  dumb  show  and  if  appropriate  music  had  been  written  to  give 
emphasis  to  gesture  and  to  replace  speech,  quite  as  interesting 
a  performance  might  have  resulted. 

Understand  that  masterpieces  are  not  under  discussion.  Ap¬ 
preciation  for  literature  prevents  the  idea  of  establishing  any 
parallel  between  a  work  of  genuine  literary  merit,  and  a  panto¬ 
mime.  It  is  agreed  that  there  are  works  so  exquisite  and  so  sub¬ 
lime —  such  as  certain  dramas  of  de  Musset  or  Hugo,  that 
they  gain  by  being  studied  at  home  without  the  fascinating 
accessories  of  the  theater.  Only  the  ordinary  theater  is  under 
consideration,  the  theater  for  the  people,  the  melodrama,  the 
common  vaudeville  where  only  essential  words  are  said,  where 
the  action  is  swift.  And  masters  of  characterization  know  well 
the  formula:  Few  lines,  but  action,  action,  action.  Now  panto¬ 
mime  means  putting  these  principles  in  practice  to  the  bitter 
end.  No  words  at  all,  nothing  but  action. 

On  the  other  hand,  pantomime  must  not  be  regarded  as  a 
clever  trick  which  consists  in  presenting  a  play  while  omitting 
the  help  of  speech  voluntarily  and  without  reason;  this  would 
be  absurd.  This  would  be  as  childish,  as  useless  as  to  attempt 
a  literary  work  while  omitting  the  use  of  words  containing  an 
I  or  an  O;  or  to  play  the  violin  behind  one’s  back.  The  diffi¬ 
culties  of  the  methods  employed  add  nothing  to  the  literary 
work,  nor  to  the  playing  of  the  violin.  Generally  the  results  are 
worse. 

Also  the  public  must  not  be  asked  to  take  into  consideration 
the  difficulties  which  a  work  in  dumb  show  entails,  but  simply 
to  consider  this  work  from  the  viewpoint  of  the  absolutely  pecul¬ 
iar  sensation  which  it  should  produce  in  the  spectator. 

Really,  th^  principal  motive  for  producing  a  pantomime  is 
that  its  rapid  and  noiseless  action  causes  a  very  different  emo¬ 
tion  than  the  drama  does,  a  mysterious  emotion,  akin  to  that 
experienced  in  dreams J  A  painting  does  not  speak;  statues  are 
silent;  yet  no  one  denies  the  intense  charm  which  pictures  and 
sculpture  exert. 
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[  Therefore,  pantomimes  shall  be  animated  pictures,  our  char¬ 
acters  living  statues.!  From  every  point  of  view  these  produc¬ 
tions  shall  be  entirely  different  from  plays.  And  what  matter 
the  means,  if  you  gain  a  new  thrill! 

“  Pantomime,”  said  Marmontel,  “  speaks  to  the  eyes  a  more 
powerful  language  than  that  of  words.  It  is  even  more  impas¬ 
sioned  than  eloquence,  and  no  speech  can  equal  its  warmth 
and  force.” 

Doubtless  in  the  present  complex  state  of  civilization,  panto¬ 
mime  is  unable  to  express  all  our  ideas;  but  as  Marmontel  says, 
it  expresses  with  greater  force  and  passion  than  speech  the 
things  that  belong  to  its  field.  For  this  reason:  in  the  last 
analysis  speech  is  a  purely  conventional  means  adopted  by  hu¬ 
man  beings  to  exchange  thoughts.  No  word  is  the  exclusive, 
necessary  expression  of  an  idea — it  is  only  the  arbitrary,  con¬ 
ventional,  accepted  sign  of  it. 

The  meaning  of  words  in  use  must  be  learned,  and  when 
they  are  pronounced  it  is  by  virtue  of  a  quick  effort  of  memory 
that  connection  is  established  between  the  symbol  and  the  ob¬ 
ject  signified,  between  the  word  and  the  thing. 

The  proof  of  this  is  that  our  next-door  neighbors,  Germans, 
Italians,  etc.,  use  different  words  to  express:  I  love,  I  am  hungry. 
So  it  is  not  surprising  that  a  feeling  expressed  in  words  should 
lose  some  of  its  warmth  and  its  power  over  our  sensibilities  in 
passing  through  this  intermediary,  however  admirable. 

Pantomime,  on  the  contrary,  speaks  a  language  quick,  spon¬ 
taneous,  and  common  to  all:  it  is  not  only  the  accepted  symbol 
of  a  sensation,  it  is  that  sensation  itself.  And  that  is  why  this 
language  is  not  only  understood,  but  felt. 

A  last  argument:  Readers  know  that  verbs  are  the  life  and 
soul  of  a  language  and  it  will  be  demonstrated  that  nearly  all 
words  interpreted  by  mimicry  are  either  verbs  or  may  be  turned 
into  them.  Therefore  dramatic  actions  are  living  verbs,  words 
animated,  visible,  active. 

So  it  is  affirmed  that  pantomime  should  be  cultivated  and 
encouraged  for  two  reasons: 
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First,  because  it  is  the  best  means  of  bringing  dramatic  art 
to  perfection. 

Second,  because  it  offers  a  performance  capable  of  making 
the  spectator  experience  an  absolutely  unique  artistic  sensation. 

The  sole  problem  for  authors  and  artists  is  to  learn  to  use 
the  language  of  emotion  without  speech. 


CHAPTER  II 


HOW  TO  REGISTER  THE  PARTS  OF  SPEECH 

To  make  a  pantomime,  an  author  is  obliged  not  only  to  write 
a  good  scenario,  but  also  to  build  a  play  with  such  craftsmanship 
that  each  scene  may  be  easily  interpreted  by  action  without 
words. 

Moreover,  he  must  be  capable  of  planning  the  stage-setting 
of  his  play.  This  is  impossible  without  a  thorough  knowledge 
of  the  art  of  acting,  and  the  craft  of  the  theater.  In  a  word,  he 
must  know  accurately  the  resources  under  his  control  and  the 
difficulties  he  will  meet,  so  as  to  use  the  former  and  escape  the 
latter. 

Hence  the  necessity  for  the  following  analysis,  though  the 
care  may  appear  meticulous,  of : 

i st  —  What  the  parts  of  speech  become  when  translated 
into  the  language  of  pantomime. 

2nd  —  What  are  the  dangers  to  avoid? 

3rd  —  What  assistance  is  secured  by  the  use  of  stagecraft? 

Pronouns 

Personal  pronouns  are  easily  expressed  by  means  of  a  simple 
indicative  gesture. 

I.  You.  He. 

Me.  We.  They. 

Note  always  that  personal  pronouns  of  the  third  person  may 
only  be  expressed  when  they  apply  to  people  present. 

Possessive  pronouns  may  be  expressed  with  equal  ease. 

My.  Your.  His. 

Our.  Their.  Hers, 
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The  preceding  rule  about  the  third  person  applies  here. 

Demonstrative  pronouns  are  even  better  expressed. 

This.  These.  The  latter. 

That.  Those.  The  former. 

But  relative  pronouns  must  be  entirely  eliminated. 

Who.  What.  Which. 

As  well  as  the  following  indefinite  pronouns: 

Others.  Such.  Whoever.  Some. 

It  is  because  of  their  vague  and  indefinite  meaning  that  they 
cannot  be  rendered,  as  dramatic  action  is  an  exact  language,  one 
might  say,  or  rather  material,  as  it  speaks  only  of  the  visible. 

Some  indefinite  pronouns  can  be  expressed  by  action  when 
the  persons  or  objects  they  refer  to  are  present,  such  as: 

One.  Each.  No  one. 

The  other.  Several.  None. 

In  short,  pronouns  are  not  difficult. 

Verbs 

Levizac  says:  aThe  function  of  verbs  is  to  express  actions, 
feelings  and  situations.” 

Thus  it  is  the  greatest,  and  almost  the  only  word  in  dramatic 
action,  since  pantomime  expresses  itself  entirely  through  move¬ 
ment  and  action. 

An  important  point  about  verbs  is  this  truth  stated  by  all 
grammarians:  There  is  only  one  verb,  namely:  to  be. 

u  The  essential  and  distinctive  character  of  verbs,”  Estarac 
says,  “  is  to  express  the  intellectual  existence  of  a  subject  with 
certain  modifications.” 

“  The  wish  to  shorten  speech  has  led  men  to  invent  words 
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which  include  both  the  verb  to  be  and  the  attribute.  He  loves, 
signifies:  he  is  loving.”  Napoleon  Landais. 

It  would  be  helpful  if  authors  and  actors  would  regard  the 
personal  pronouns  when  gesticulated, 

I.  He.  We.  You.  They, 
as  signifying 

I  am.  He  is.  We  are,  etc. 

which  is  their  real  meaning,  as  they  express  themselves  by  actu¬ 
ally  indicating  the  person. 

I  —  who  am  here  actually  present. 

You  —  who  are  there  actually  present. 

So  that  when  we  register: 

I  wish.  He  sleeps.  We  listen.  You  weep. 

the  two  gestures  made  signify  expressly: 

I  am  —  wishing.  We  are  —  listening. 

He  is  —  sleeping.  You  are  —  weeping. 

These  examples  give  us  only  the  present  tense  of  the  verb 
“  to  be  ”  with  the  present  participle  of  to  sleep,  to  weep,  etc. 
So  the  serious  question  arises:  Can  we  conjugate  verbs  in  all 
tenses  by  the  art  of  pantomime?  Evidently  they  cannot  be  con¬ 
jugated  in  the  exact  sense  of  the  word.  It  is  impossible  to  give 
to  gestures  registering  “  you  are  drinking  ”  a  variation  that 
would  indicate  “  you  were  drinking,  you  drank,  you  will  drink,” 
but  it  is  possible  to  cause  the  suggestion  of  these  periods,  at 
least  the  most  important,  by  means  of  certain  combinations, 
on  the  stage,  and  that  is  the  essential  thing. 

Take  this  scene,  for  instance: 

A  gentleman  dressed  for  a  ball  returns  home  and  his  wife 
meets  him  with  this  remark: 

“  While  you  were  dancing  there  I  was  weeping  here  alone.” 
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The  pantomimist  could  act  it  out  thus : 

Out  there  —  you  dance  —  alone  —  here  —  I  weep. 

This  sentence  sounds  very  different  from  the  first  when 
spoken,  but  it  is  not  a  matter  of  hearing  it,  but  of  seeing  it 
acted  out.  Let  us  examine  the  impression  it  makes. 

We  see  a  gentleman  arriving  from  a  ball.  The  action  has 
taken  place.  This  gentleman  has  been  to  a  ball  in  the  past. 
With  an  air  of  reproach,  his  wife  says  to  him:  “  Out  there  — 
you  dance.”  We  do  not  hear  these  words,  we  see  the  gestures 

—  the  gesture  “  out  there  ”  signifies  for  us  —  the  ball  where  her 
husband  was.  The  gesture  for  “  you  dance  ”  does  not  at  all 
give  us  the  idea  that  the  gentleman  actually  is  dancing  but  that 
“  he  was  dancing  out  there,  at  the  ball  from  which  he  came.” 

At  once  the  spectators  understand  the  words:  “  Out  there 

—  you  dance  ”  as  meaning,  without  the  least  ambiguity  “  out 
there,  you  were  dancing.”  And  when  the  actress  adds  “Alone 

—  here  —  I  weep  ”  as  the  spectator  sees  only  the  gestures  ex¬ 
pressing  “  Alone  —  here  —  I  —  ”  action  of  weeping,  he  inevita¬ 
bly  makes  the  action  of  weeping  coincide  with  the  period  of 
time  when  the  gentleman  was  dancing. 

So,  for  the  whole,  the  aforesaid  gestures  give  the  sensation  of 
the  phrase :  “  While  you  were  dancing  out  there,  at  the  ball, 
alone,  here,  I  was  weeping.” 

“  While  ”  is  a  word  impossible  to  act,  but  the  whole  of  the 
phrase  suggests  it  to  the  mind  as  clearly  as  if  it  were  spoken. 

By  a  slight  change  of  scene  the  future  may  be  as  easily  indi¬ 
cated  as  the  past.  Let  us  suppose  that  the  gentleman,  dressed 
for  the  ball,  is  preparing  to  go  out.  His  wife  detains  him  and 
makes  exactly  the  same  gestures  as  in  the  preceding  case,  that 
is: 

Out  —  there  —  you  dance  —  alone  —  here  — - 1  weep. 

By  the  single  fact  that  the  gentleman  is  about  to  go  out,  that 
he  is  going  to  a  ball,  that  he  is  not  yet  there,  and  therefore,  he 
can  only  accomplish  the  action  of  dancing  in  the  future,  the  ac- 
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tion  of  the  wife  translates  itself  in  the  mind  by  the  phrase: 
“While,  out  there,  at  the  ball,  you  will  dance;  alone  here,  I 
shall  weep.” 

And  always  by  the  same  craft  the  suggestion  of  the  condi¬ 
tional  tense  may  be  put  across.  If  our  gentleman,  instead  of 
having  decided  to  leave,  seems  to  hesitate,  if  his  wife  seems  to 
feel  some  hope  of  detaining  him,  the  sense  of  our  phrase  will 
naturally  fall  into  the  conditional  form,  thus:  If  you  should  go, 
out  there,  to  the  ball  to  dance;  alone  here,  I  should  weep. 

Thus  it  is  the  whole  situation  on  the  stage  which  naturally 
relates  the  acted  verb  to  the  time  desired. 

The  actor’s  only  concern  is  to  learn  the  different  types  of 
movements  which  must  be  executed  to  express  clearly  the  mean¬ 
ing  of  each  verb.  Studied  from  this  viewpoint,  verbs  acted  out 
can  be  divided  into  two  distinct  classes : 

1  — Verbs  signifying  action. 

2  - — Verbs  signifying  feeling. 

Verbs  of  action  are  those  expressed  by  the  dumb  show  of 
simulating  an  act.  Notice  that  they  are  expressed  by  voluntary, 
studied,  constructed  movements.  Also  notice  that  they  are 
expressed  principally  by  gestures,  properly  so  called,  that  is: 
with  the  hands,  the  arms,  the  legs. 

To  read.  To  sew.  To  call. 

To  write.  To  scan.  To  push  away. 

are  verbs  of  action. 

Verbs  signifying  sensation  include  all  verbs  expressed  by  imi¬ 
tating  the  signs  which  betray  an  emotion  or  a  feeling.  These 
are  distinguished  from  verbs  of  action  because  the  movements 
expressing  them  are  involuntary,  instinctive,  spontaneous. 
These  are  especially  portrayed  by  facial  expression,  such  as: 

To  tremble.  To  be  astonished.  To  fear. 

To  admire.  To  laugh.  To  weep. 
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The  possibility  of  expressing  them  depends,  as  do  all  other 
words,  on  the  greater  or  less  obviousness  of  the  signs  or  actions 
which  characterize  either  the  action  or  feeling.  Thus  it  is 
evident  that  the  verbs: 

To  combine.  To  philosophize.  To  compute. 

To  multiply.  To  be  patient.  To  persevere. 

offer  infinitely  more  difficulties  than  the  verbs: 

To  drink.  To  be  astonished.  To  call,  etc. 

Articles  of  speech  cannot  be  dramatized,  but  as  in  many 
spoken  languages,  the  language  of  acting  can  do  very  well  with¬ 
out  them. 

How  to  Interpret  Nouns 

In  pantomime,  no  nouns  exist  because  it  is  impossible  to  por¬ 
tray  a  single  one  by  acting.  At  first  this  statement  will  surprise 
many  people  and  especially  actors.  To  convince  yourself  of 
this  fact  attempt  to  translate  by  dumb  show  the  simplest  nouns, 
for  instance: 

A  fan.  A  beggar. 

In  vain  you  will  try  to  describe  by  gestures  or  to  outline  in 
space  the  shape  of  a  fan,  the  profile  of  a  beggar.  You  will  be 
forced  in  despair  to  the  only  possible  means,  which  is  —  to  make 
the  gesture  of  fanning  yourself,  to  express  the  word  fan;  to 
make  the  gesture  of  asking  alms  to  express  the  word  beggar. 
For  all  the  world  knows  that  one  fans  oneself  with  a  fan,  and 
that  a  man  who  solicits  help  is  a  beggar. 

Neither  can  it  be  denied,  that  after  having  said  “  Give  me,” 
if  the  gesture  of  fanning  oneself  is  added,  everyone  will  under¬ 
stand  that  a  fan  is  asked  for. 

But  it  is  no  less  true  that  the  actor  has  not  said :  “  Give  me  a 
fan/’  but  really  “  Give  me  what  is  used  to  fan  oneself.”  Now 
the  verb  to  fan  is  not  the  noun  fan,  but  that  is  what  happens  to 
all  nouns,  without  exception. 

Notice  further  that  in  the  majority  of  cases  the  nouns  will 
not  be  expressed  by  the  verbs  from  which  they  grew,  as  fan 
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grew  from  to  fan ,  but  often  by  verbs  which  will  not,  as  words, 
have  any  connection  with  these  nouns. 

Thus  a  key  will  be  indicated  by  the  verb  to  open.  “  Give  me 
the  key  ”  will  be  translated  as  “  Give  me  what  is  used  to  open  ” 
(what  will  serve,  being  understood). 

In  short,  the  noun  key  becomes  the  verb  to  open. 

Here  are  some  names  of  objects  and  the  verbs  which  charac¬ 
terize  their  functions : 

A  pen  (what  is  used)  To  write. 

A  comb  (what  is  used)  To  comb  one’s  hair. 

A  glass  (what  is  used)  To  drink. 

A  needle  (what  is  used)  To  sew. 


People  and  animals  are  indicated  by  the  verb  which  de¬ 
scribes  their  habitual  action,  or  their  function,  or  their  manner 
of  living. 

A  coachman  (whose  habitual  action  is)  To  drive. 

A  sweeper  (whose  habitual  action  is)  To  sweep. 

A  leader  of  an  orchestra  (whose  habitual  action  is)  To  beat 
the  time. 

A  swordsman  (whose  habitual  action  is)  To  defend  himself. 

A  dog  (whose  habitual  action  is)  To  bark. 

A  horse  (whose  habitual  action  is)  To  gallop. 

Qualities  are  rendered  by  the  impression  they  make  on  us. 


Beauty  (moves  us) 

Ridicule  (moves  us) 
Scandal  (moves  us) 

Danger  (moves  us) 

The  unexpected  (moves  us) 
Modesty  (moves  us) 
Hypocrisy  (moves  us) 
Self-conceit  (moves  us) 
Rapacity  (moves  us) 


To  admire. 

To  jeer. 

To  exclaim. 

To  be  afraid. 

To  be  astonished. 

To  drop  the  eyes. 

To  dissemble. 

To  carry  the  head  high. 
To  steal,  to  clutch. 


Very  many  nouns  can  only  be  indicated  by  one  or  several 
verbs  which  characterize  the  habit  or  the  action  of  another  ob- 
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ject  which,  nevertheless,  is  appropriate  to  suggest  the  idea  of 
the  noun  that  cannot  be  directly  expressed. 

For  example:  a  boat,  that  which  is  used  in  the  action  of  row¬ 
ing  (in  using  oars).  Thus  the  noun  boat  is  suggested  by  the 
verb  to  row  (to  use  oars). 

There  are  some  nouns  which  no  verb  can  express,  nor  even 
suggest  the  custom,  the  action,  or  the  way  of  living,  like: 

A  citizen.  An  employee.  A  month.  A  virtue.  A  turnip, 
and  all  proper  names.  These  cause  the  most  difficulty. 


How  to  Act  Adjectives 


The  following  division  of  adjectives  into  four  special  classes 
has  no  connection  with  rules  of  grammar. 


1.  Adjectives  derived  from  verbs  are  considered  as  verbs. 

2.  Adjectives  of  imitation  are  summed  up  in  verbs  of  action. 

3.  Adjectives  of  sensation  are  summed  up  in  verbs  of  feeling. 

4.  Adjectives  of  description  can  be  expressed  by  a  gesture. 

Thus,  except  for  the  fourth  class,  which  contains  a  very  small 

number  of  words,  all  adjectives  in  pantomime  must  be  treated 
as  verbs,  or  expressed  by  verbs.  The  first  category,  those  de¬ 
rived  from  verbs  and  considered  only  as  verbs;  such  as: 

Smiling  women.  Dancing  women.  Jumping  women, 
are  women  putting  into  action  the  verbs  - —  to  smile  —  to  dance 
—  to  jump. 

The  second  class  of  imitative  adjectives  which  resolve  them¬ 
selves  into  verbs  signifying  action  must  be  expressed  by  the 
imitation  of  the  action  which  characterizes  a  permanent  quality 
or  an  accidental  state. 


Lively  is  rendered  as 
Lazy  is  rendered  as 
Happy  is  rendered  as 
Unhappy  is  rendered  as 
Cowardly  is  rendered  as 
Courageous  is  rendered  as 
Obsequious  is  rendered  as 


To  move  quickly. 

To  walk  with  indolence. 

To  smile,  to  expand,  or  beam. 
To  suffer,  to  be  sad. 

One  who  trembles. 

One  who  defies,  who  faces. 
One  who  bows,  who  is  eager. 
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Adjectives  of  sensation  resolve  themselves  into  verbs  signify¬ 
ing  sensation  and  are  expressed  by  the  signs  of  the  impressions 
their  quality  produces  on  a  person. 

Sweet,  sugared  (which  makes  the  impression  of)  pleasing 
the  lips. 

Perfumed  (which  makes  the  impression  of)  dilating  the 
nostrils. 

Beautiful  (which  makes  the  impression  of)  rejoicing  the 
eyes. 

Amiable  (which  makes  the  impression  of)  attracting. 

Drunken  (which  makes  the  impression  of)  upsetting  the 
mind. 

Shocking  (which  makes  the  impression  of)  repulsing. 

Descriptive  adjectives  are  those  whose  quality,  shape,  size  or 
quantity  may  be  described  by  gestures. 


One. 

Small. 

Flat. 

Five. 

Thin. 

Folded. 

First. 

Long. 

Stooped. 

Second. 

Round. 

Blind  of  one  eye. 

Tall. 

Pointed. 

One-armed. 

There  are  some  adjectives  whose  quality  can  only  be  ex¬ 
pressed  by  similitude,  that  is,  by  pointing  out  a  visible  object, 
other  than  the  one  spoken  of,  but  which  ostensibly  possesses  the 
special  quality  that  is  meant;  thus: 

Blue.  Gilded.  Hard. 

Yellow.  Polished.  Soft. 

Red.  Varnished.  Dry. 


This  manner  of  expressing  adjectives  is  a  very  delicate  art. 
Finally  there  will  be  encountered  a  considerable  number  of  ad¬ 
jectives  which  cannot  be  rendered  by  any  of  these  methods; 
all  such  as  contain  an  abstract  idea,  for  instance : 
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Useful. 

Ephemeral. 

Indispensable. 

Incessant. 

Simple. 

Approximate. 

Complicated. 

Scientific. 

Administrative. 

Philosophical. 

Provisional. 

Symbolic. 

How  to  Render  Adverbs 

In  the  first  place  all  adverbs  ending  in 

ly  and  formed  of  a 

preposition  and  noun,  like  sadly,  joyously,  which,  analyzed, 
mean  with  sadness,  with  joy,  are  not  considered.  They  will 
simply  be  turned  into  nouns  and  treated  as  such,  which  means 
they  will  become  the  verbs  to  suffer,  to  rejoice,  etc. 

Adverbs  of  Location 

Where.  Above.  To  the  left.  Within. 

Here.  Below.  Before. 

Without. 

There.  To  the  right.  Behind. 

Opposite. 

Negative  and  Affirmative  Adverbs 

Certainly.  Always. 

No. 

Yes. 

Never. 

Doubtful  Adverbs 

Perhaps.  Probably. 

Possibly. 

Question  Adverbs 

When?  How  many? 

How? 

These  words  present  no  difficulty,  except  that  the  word  “  al¬ 
ways  ”  could  not  be  expressed  clearly. 

Adverbs  of  Sequence 

First.  Last.  Confusedly. 

In  file.  In  front.  Together. 
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Adverbs  of  Quantity 

How  many?  Much.  Hardly  any. 

Few.  More.  Enough. 

These  words  may  be  easily  expressed  by  dramatic  art. 
Adverbs  of  Manner 

Well.  Very  well.  Badly. 

Very  badly.  Gropingly.  Behind. 

On  the  other  side.  Backward.  Accidentally. 

This  group  comprises  about  fifty  very  expressive  words  which 
may  be  interpreted  quite  conveniently. 


Comparative  Adverbs 

Separately.  Better  and  better.  Above  all. 

Worse  and  worse.  Apart.  Aside. 

Neither  do  these  present  impossibilities. 

To  sum  up,  these  adverbs  in  constant  use  do  not  present  diffi¬ 
culties  which  may  not  be  overcome.  Unfortunately  the  follow¬ 
ing  group  of  exceedingly  important  words  cannot  be  expressed 
in  dumb  show. 


Adverbs  of  Time 


At  present. 
Tomorrow. 
Henceforth. 

But  just  now. 
Before. 

After. 

Before  yesterday. 


Suddenly. 

Ordinarily. 

Too  soon. 

Long  while. 
After  tomorrow. 
In  the  future. 
Right  now. 


Yesterday. 
The  past. 
Sometimes. 
Suddenly. 
Early. 

Too  late. 
Then. 


Soon. 

Today. 

Otherwise. 

Rarely. 

Late. 

Not  yet. 

All  at  once. 


The  impossibility  of  expressing  these  adverbs  is  caused  by 
the  lack  of  any  visible  sign  able  to  interpret  ideas  of  time,  of 
duration,  of  succession,  of  precedence,  etc.  In  pantomime  the 
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actor  would  be  forced  to  fall  back  on  almanacs  or  calendars, 
in  short,  on  inscriptions. 


Prepositions 


A  single  group  contains  about  twenty  words: 


According  to. 

As. 

Besides. 

By. 

For  want  of. 

By  the  means. 

Except. 

At  least. 

In  regard  to. 

In  regard  to. 

In  place  of. 

At  the  cost  of. 

In  spite  of. 

As  far  as. 

Because  of. 

Regarding. 

Without. 

Because. 

The  translation  of  these  words  into  gestures  must  also  be 

given  up.  But  they 

are  less  to  be  regretted  than  adverbs  of 

time,  and  the  action  of  the  pantomime  can  omit  them  without 
inconvenience. 

Conjunctions 

Here  are  about  thirty  of  these  words: 

And. 

For. 

But. 

Because. 

In  consequence. 

Besides. 

That  is  to  say. 

Although. 

Since. 

Nevertheless. 

As  soon  as. 

Or. 

Provided  that. 

After  all. 

Thus. 

At  last. 

Also. 

Meanwhile. 

Since. 

Then. 

Always. 

At  least. 

That’s  why. 

At  last. 

During. 

Whether. 

In  order  to. 

Pertinent. 

These  words  offer  the  same  difficulties  as  the  preceding 
groups.  But,  as  a  matter  of  fact,  though  these  words  inject 
clearness  and  precision  into  conversation,  many  of  them  merely 
gratify  the  ear.  They  are  unnecessary  in  pantomime. 
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Interjections 

As  interjections  when  spoken  are  usually  accompanied  by 
violent  gesticulations,  the  feeling  at  least  can  be  given  by  imi¬ 
tating  these  movements. 

To  sum  up  : 

Pronouns  can  be  easily  expressed.  Remember  that  personal 
pronouns  take  the  meaning  of  the  verb  “  to  be.” 

Verbs  are  the  life  and  wealth  of  pantomime.  Remember  that 
the  past  and  future  tenses  are  indicated  by  the  combination  of 
situations  on  the  stage. 

Nouns  no  longer  exist,  they  are  all  turned  into  verbs. 

Adjectives,  except  for  a  small  number  indicating  quantity, 
shape  or  size,  are  turned  into  verbs. 

Adverbs  ending  in  ly  become  verbs  by  analysis.  There  are 
about  one  hundred  and  fifty  others  which  can  be  interpreted 
without  great  difficulty,  except  adverbs  of  time  which  are  com¬ 
pletely  beyond  the  powers  of  pantomime,  a  fact  much  to  be 
regretted. 

Interjections  convey  their  sensations  by  imitation  of  the  ges¬ 
tures  that  usually  accompany  them. 

Articles,  Prepositions,  Conjunctions  cannot  be  rendered  by 
the  actor’s  art.  But  their  meaning  is  readily  understood  by  the 
spectator  so  that  their  lack  need  not  be  deplored. 

In  short,  with  comparatively  few  exceptions,  all  the  words 
that  can  be  expressed  by  dumb  show  are,  or  can  be  forced  to 
become,  verbs . 


CHAPTER  in 


PROBLEMS  OF  THE  SILENT  DRAMA 

There  was  no  intention  of  compiling  a  list  of  words  to  be  em¬ 
ployed  and  a  list  of  words  to  be  rejected.  It  is  enough  to  point 
out  the  way  to  recognize  them. 

Let  us  list  again  the  five  kinds  of  dramatic  movements,  given 
earlier  in  this  volume. 

i st.  Character  Movements:  — whose  purpose  is  to  build  up 
permanent  attitudes  which  portray  a  character,  its  quality, 
mood,  age,  importance,  etc. 

2nd.  Action  Movements:  — which  are  those  actually  neces¬ 
sary  to  accomplish  a  definite  action. 

3rd.  Sensation  Movements:  — which  are  the  signs  by  which 
all  emotions  are  involuntarily  betrayed. 

4th.  Complementary  Movements :  —  which  accompany  a 
principal  movement  with  the  object  of  giving  it  greater  force  or 
obviousness,  or  merely  make  an  attitude  more  harmonious. 

These  four  kinds  of  action  are  necessary,  spontaneous,  and 
inevitable.  Every  one  makes  them,  recognizes  and  compre¬ 
hends  them.  They  are  basic  elements  of  the  language  of  Na¬ 
ture  because  Nature  itself  teaches  them  to  us.  They  are  the 
immediate  expression  of  action  or  feeling.  Thus  they  belong 
equally  to  actors  of  spoken  drama  as  to  actors  in  a  pantomime 
or  on  the  screen. 

The  imitation  of  these  movements  never  offers  great  diffi¬ 
culty.  They  need  only  be  reproduced  with  accuracy  and  truth¬ 
fulness. 

There  is  a  fifth  class  of  action  called  Descriptive  or  Speaking 
Movements.  These  differ  greatly  from  the  preceding  in  being 
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intended,  invented  and  constructed.  They  are  not  expressions 
of  an  action  or  of  a  sensation  actually  done  or  felt  but  only  the 
outline  of  an  action,  the  suggestion  of  a  sensation.  These  move¬ 
ments  do  not  signifiy  that  such  a  thing  is,  but  rather  that  it 
has  been  or  will  be.  They  no  longer  show  the  fact,  the  fact 
itself,  but  solely  the  bringing  to  mind  of  this  fact. 

They  have  not  the  same  claim  to  the  title  of  Language  of  Na¬ 
ture  as  the  four  first  classes  of  movements,  they  are  already 
an  artificial  language.  In  short,  descriptive  or  speaking  actions 
aim  to  take  the  place  of  speech  and  that  is  why  their  proper 
sphere  is  restricted  to  silent  drama.  This  is  a  very  important 
distinction  and  the  reader  is  urged  to  accept  these  divisions  of 
the  dramatic  language  of  Nature  and  the  dramatic  language 
of  Art. 

This  example  will  illustrate  the  five  classes : 

A  character  appears  carrying  his  head  high,  his  chest  and 
abdomen  prominent;  his  gesture  is  decided;  his  walk  assured: 
these  constitute  (( character  movements”  which  reveal  to  the 
spectator  the  idea  of  a  bold  sport.  He  pours  out  a  glass  of  wine 
and  drinks  it:  action  movements . 

He  makes  a  grimace  of  horror  and  disgust:  an  action  of  sen¬ 
sation. 

The  body  is  carried  on  the  backward  leg,  the  head  is  tossed 
back,  the  hands  push  away  the  glass:  complementary  move¬ 
ments. 

Up  to  this  point  an  acting  and  feeling  character  presents  him¬ 
self  who  belongs  equally  to  drama  and  to  pantomime.  He  has 
used  only  the  language  of  Nature. 

But  suppose  he  must  say:  “  Gracious!  what  vile  wine!  ”  (In¬ 
dicating  another  bottle)  “  Fortunately,  here  is  some  better.” 
In  a  play  the  actor  will  speak  these  two  lines,  but  when  a  silent 
drama  is  under  way,  the  actor  will  be  obliged  to  invent  the 
movements  needed  to  translate  rapidly  and  clearly  the  words 
he  may  not  speak.  Thus  these  movements  will  be  an  artificial 
language  and  then  difficulties  begin.  Truly  it  is  easy  enough  to 
register  u  Gracious!  Vile!  Fortunately,  this  one  delicious! 
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But  suppose  the  phrase  to  be  expressed  is  this:  “  That  twists 
my  insides !  ”  It  is  still  easy  to  imagine  a  satisfactory  panto¬ 
mime.  The  actor  would  grasp  his  abdomen  in  both  hands  and 
his  face  would  express  pain,  then  he  would  energetically  act  out 
the  verb  to  twist  as  if  he  were  wringing  a  cloth.  This  is  more 
complicated,  but  still  quite  clear.  He  would  simply  have  re¬ 
placed  the  word  “  insides  ”  by  the  word  “  abdomen.” 

But  if  he  ought  to  say:  “That’s  like  velvet”  If  he  should 
have  no  velvet  on  his  costume  nor  in  reach  of  his  hand,  he  will 
face  an  embarrassing  problem. 

He  will  have  to  be  satisfied  by  gently  stroking  his  throat  with 
his  fingers,  assume  an  air  of  bliss,  and  the  line  will  be  replaced 
by:  “  Soft  to  the  throat.” 

If  any  velvet  is  within  reach,  he  will  caress  it  with  his  finger 
tips  and  the  line  will  be  translated:  “  Soft  to  my  throat  as  vel¬ 
vet  is  soft  to  my  fingers.”  But  be  warned  that  this  linking  to¬ 
gether  of  the  sensation  the  wine  causes  in  passing  down  the 
throat  and  the  sensation  which  velvet  conveys  to  the  fingers  is 
a  very  complicated  explanation,  of  doubtful  taste,  and  had  bet¬ 
ter  be  omitted.  It  would  thus  be  better  to  hold  to  the  phrase 
“  soft  to  the  throat  ”  without  bringing  in  the  idea  of  velvet. 

As  a  general  rule  comparisons  should  not  be  used  except 
when  it  would  be  impossible  to  make  the  meaning  plain  without 
their  help. 

Take  another  line:  “  I  would  prefer  to  drink  water.” 

If  no  water  was  on  the  table  this  would  bring  the  actor  face 
to  face  with  an  absolute  impossibility.  In  fact,  apart  from  the 
verb  to  drink ,  he  could  not  express  the  verb  “  prefer  ”  any  bet¬ 
ter  than  the  noun  “  water.” 

If  the  actor  is  required  to  show  that  he  prefers  the  wine  in  the 
second  bottle  to  the  wine  in  the  first,  nothing  could  be  easier. 
But,  to  express  in  pantomime  the  verb  “  to  prefer  ”  when  the 
object  of  such  preference  is  absent  is  impossible.  Because  “  to 
prefer”  is  a  process  of  thought  which  can  only  be  rendered 
visible  by  a  material  manifestation.  Furthermore,  he  cannot 
portray  the  noun  “  water  ”  because  water  does  not  possess  form 
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or  quality  sufficiently  characteristic  to  be  described  and  under¬ 
stood.  Therefore  writers  should  omit  phrases  which  present 
these  difficulties.  It  is  possible  to  recognize  such  by  observing 
the  following  law: 

We  can  register  through  pantomime  words  signifying  an  ac¬ 
tion,  a  quality,  a  person  or  an  object  by  imitation  or  description 
of  the  action,  the  feeling,  the  shape,  the  attitude,  the  function 
or  the  habit,  with  this  condition:  That  this  act,  this  feeling,  this 
shape,  this  attitude,  this  function,  or  this  habit  possesses  such  a 
distinct  individuality,  so  known  and  characteristic  that  the  por¬ 
trayal  of  this  distinguishing  trait  will  be  sufficient  to  arouse 
clearly,  spontaneously  and  without  confusion  in  the  mind  of 
the  spectator  the  image  or  idea  of  the  act,  the  quality,  the  per¬ 
son  or  the  object  intended. 

Examples: 

To  pray.  The  action  of  praying  is  imitated  by  joining  the 
hands. 

Fearful:  The  sensation  of  fear  is  portrayed. 

An  old  man:  The  attitude  of  a  person  who  walks  stooped 
over,  and  leaning  on  a  stick  is  imitated. 

A  violinist:  The  gesture  of  the  habitual  action  is  copied, 
which  is  to  wield  the  violin  bow. 

A  comb:  The  actor  pretends  to  comb  his  hair,  which  is  the 
use  made  of  a  comb. 

The  individuality  which  marks  each  of  these  words  is  quite 
sufficient  so  that  the  description  or  imitation  of  this  particular 
trait  shall  clearly  evoke  the  idea  the  action  seeks  to  express. 

Unfortunately  there  are  a  great  number  of  words  which  lack 
this  essential  individuality  and  therefore  are  absolutely  im¬ 
possible  to  register  by  pantomime.  Such  as: 

Lately,  I  was  virtuous. 

At  present,  you  are  a  citizen. 

Soon  they  will  be  employed. 

Get  me  a  way  to  earn  my  living. 

When  my  father  became  a  widower,  he  gave  up  his  job. 

My  creditors  are  hard  to  deal  with. 
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My  uncle  is  chief  of  the  Bureau  of  the  Minister  of  Commerce. 

My  mother  gave  me  an  example  of  devotion  and  self-sacrifice. 

Bread  is  expensive. 

Art  is  difficult. 

I  have  learned  many  things. 

Life  is  a  decoy. 

Although  very  simple  ideas  and  very  familiar  persons  were 
purposely  selected,  here  are  a  dozen  little  sentences  that  could 
never  be  interpreted  by  pantomime  because  none  of  the  words 
composing  them  offer  sufficiently  striking  characteristics. 

As  a  matter  of  fact,  there  are  no  gesticulations  capable  of 
characterizing  a  father,  a  mother,  an  uncle,  a  creditor,  just  now, 
at  present,  soon,  virtuous,  citizen,  widower,  office,  devotion,  etc. 
Should  the  dramatist  suppose  that  the  majority  of  words  are  in 
this  class  he  is  tempted  to  despair  and  give  up  pantomime.  But 
nothing  must  be  exaggerated.  In  the  first  place,  among  the 
untranslatable  lines  which  flow  from  the  pen,  many  may  be 
easily  expressed  just  by  changing  the  terms. 

Besides,  among  the  phrases  that  must  be  definitely  discarded, 
there  will  be  found  a  great  number  whose  feeling  may  be  given 
by  other  means  than  direct  expression.  And  finally,  if  every¬ 
thing  cannot  be  portrayed  in  the  language  of  dumb  show,  never¬ 
theless,  many  things  can  be  so  expressed,  and  precisely  the  most 
valuable  things  from  the  point  of  view  of  the  theater.  Of 
course,  compared  with  the  French  or  English  tongue,  panto¬ 
mime  is  a  restricted  language  —  that  is  admitted.  But  still  it 
is  broad  enough  to  satisfy  the  requirements  of  certain  types  of 
plays.  Simply  use  it  with  ingenuity. 

At  any  rate,  it  is  certain  that  writers  and  actors  who  make  a 
conscientious  study  of  this  work  will  have  at  their  command  a 
much  richer  language  than  the  one  customarily  used  in  panto¬ 
mimes  and  ballets.  Another  valuable  point  is,  they  will  also 
have  the  advantage  of  being  able  to  avoid  the  obscurity,  the 
tedious  passages,  the  banalities,  the  puzzles  which  usually 
abound  in  this  kind  of  show,  to  such  a  degree  that  it  is  astonish¬ 
ing  that  they  have  not  been  entirely  abandoned. 
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To  sum  up  : 

The  dramatic  language  of  Nature,  which  is  used  by  the  speak¬ 
ing  actor  as  well  as  the  silent,  never  presents  difficulties. 

On  the  other  hand,  the  artificial  dramatic  language  whose 
aim  is  to  supplant  speech,  and  which  is  reserved  exclusively  for 
the  silent  drama  on  screen  or  stage,  is  limited  by  its  problems 
and  impossibilities. 

Generally  speaking  —  and  this  is  the  weakness  of  panto¬ 
mimes  —  great  difficulties  will  be  encountered  as  soon  as  action, 
or  the  dialogue  of  action,  is  abandoned  and  narration  attempted. 

The  specially  dangerous  situations  to  be  guarded  against  are: 

To  speak  of  an  object  not  on  the  stage. 

To  speak  of  an  absent  person,  or  one  who  has  not  yet 
appeared. 

To  tell  a  past  action  or  outline  a  future  one. 

After  what  has  been  said,  it  is  evident  that  the  fate  of  a  pan¬ 
tomime  depends  above  all  on  the  author,  whose  foremost  prin¬ 
ciples  should  be  to  avoid  the  dangers  just  indicated,  and  to 
select  such  situations  and  scenes  of  action  that  the  interpreters 
will  never  be  faced  by  an  insurmountable  difficulty. 


CHAPTER  IV 


THE  CHOICE  OF  A  SUBJECT 

In  principle  all  varieties  of  plays  are  good;  vaudeville,  com¬ 
edy,  drama,  farce  and  fantasy  can  all  be  staged  as  pantomimes. 
But  just  any  subject  must  not  be  adopted  indifferently.  The 
difficulties  of  registering  the  silent  drama  suffice  to  explain  this. 

Thus  it  would  be  easier  to  construct  a  pantomime  out  of 
George  Dandin  than  out  of  Les  Precieuses  Ridicules  —  out  of 
Don  Cesar  de  Basan  than  Hugo’s  Hernani  —  out  of  Sardou’s 
plays  than  those  of  Corneille,  because  the  essence  of  pantomime 
is  action,  while  to  express  thought  frequently  exceeds  the  limits 
of  this  language.  Lofty  moral  and  philosophic  teaching  may  be 
extracted  from  a  pantomime  and  it  is  capable  of  supporting 
striking  ideas  or  a  definite  thesis,  but  on  condition  that  the  argu¬ 
ments  be  rendered  by  action,  the  demonstration  be  of  actual 
facts,  and  that  their  eloquence  be  that  of  life  and  motion. 

Forms  must  be  given  up  and  axioms  discarded,  but  plot  re¬ 
mains  and  putting  it  into  action.  On  the  field  of  the  silent 
drama  parade  all  the  passions,  all  the  sentiments,  all  the  needs, 
all  the  desires  which  urge  men  to  act  and  to  struggle.  Upon 
the  whole,  all  motives  which  stimulate  humanity  and  urge  it 
into  deeds  can  be  summed  up  in  the  one  Law  of  Conservation, 
—  conservation  of  the  individual  and  conservation  of  the  race. 

It  would  seem  as  if  the  whole  universe,  beings  and  things 
alike,  obeyed  the  supreme  command  —  Live.  To  live,  to  save 
himself,  to  be,  in  spite  of  all  accidents,  competitions,  and  all 
the  dangers  which  assail  the  individual  who  wants  his  place 
in  the  sun,  —  and  who  fights  to  get  it. 

Let  your  stage  characters  exist  and  behave  in  obedience  to 
this  law.  Arouse  the  will  to  possess,  raise  up  obstacles  to  sue- 
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cess,  force  passions  to  a  climax,  and  soon,  by  adding  details  that 
may  be  infinitely  varied,  you  will  have  created  a  drama  of  ac¬ 
tion  keen  enough  to  captivate  and  hold  your  audience. 

Of  course  you  cannot  command  all  the  elements  which  writers 
of  plays  employ.  You  would  be  unable  to  translate  suitably  the 
changing  frivolities  of  manner,  the  latest  joke,  the  new  slang, 
the  ephemeral  kind  of  wit  of  a  more  or  less  refined  and  conven¬ 
tional  society,  which  is  the  same  as  saying  it  is  more  or  less  apart 
from  natural  life.  But  there  remain  all  the  indefeasible  natural 
urges  of  Life,  and  this  is  the  essential  point. 

You  will  only  be  bound  to  arrange  your  scenes  in  such  a  way 
that  each  will  be  explained  by  the  next,  and  that  action  shall 
succeed  action.  Your  scenario  should  be  a  logical  sequence  of 
facts,  the  present  fact  giving  the  motive  for  the  following.  So 
the  value  of  the  work  will  depend  on  first,  the  choice  of  the 
subject,  and  second,  the  ingenuity  of  construction. 

The  loftier  flights  of  pantomime  may  have  been  curtailed  by 
the  error  common  to  many  writers  who  imagine  that  a  panto¬ 
mime  cannot  do  without  Pierrot,  Harlequin  and  Columbine, 
imaginary  stock  characters  whose  qualities  are  so  defined  that 
hardly  any  room  is  left  for  originality  or  the  unforeseen. 

This  explains  why  most  pantomimes  have  such  strong  resem¬ 
blance  to  one  another,  both  in  their  methods  and  in  the  impres¬ 
sion  they  communicate. 

It  would  be  well  to  abandon  these  too  well  known  types, 
which,  moreover,  we  no  longer  know  how  to  use  to  advantage. 
All  the  more  as  it  has  been  urged  on  writers  to  enlarge  the 
boundaries  of  the  silent  drama  and  supply  their  characters  with 
more  delicate  and  complex  qualities  and  feelings. 

The  public  is  constantly  offered  Pierrots,  witty,  kind  and 
poetic,  with  qualities  and  faults  altogether  universal;  Harle¬ 
quins,  who  walk  and  act  like  ordinary  people;  Columbines,  who 
are  either  young  leading  ladies  or  coquettes  absolutely  modern 
in  their  wiles  and  sentiments.  Now  what  good  is  a  Pierrot  with¬ 
out  his  stupidity,  his  laziness,  his  yearnings  for  the  joys  of  the 
bottle  and  the  table?  What  is  Harlequin  without  his  mask  and 
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wooden  sword,  without  his  pirouets  and  his  cutting  pigeon- 
wings  in  the  dance?  What  is  Columbine  without  her  innocence, 
her  inconsistencies,  as  of  a  fairy  child? 

It  is  not  meant  that  this  special  type  should  be  prohibited, 
since  all  types  are  good,  as  has  been  said,  but  let  it  be  presented 
properly  reconstructed  with  all  its  traditions,  its  broad  fun,  its 
blows  with  a  club,  its  dances,  its  fairies,  and  its  Bengal  fires. 
The  point  to  be  avoided  is  to  force  these  characters,  or  rather 
these  costumes,  to  become  parts  of  a  pantomime  where  they  are 
not  necessary,  where  they  are  out  of  harmony,  above  all  where 
they  are  mingled  in  the  most  uncouth  way  with  modern  char¬ 
acters.  And  really  what  would  Harlequin  and  a  modem  flapper 
have  to  say  to  each  other?  What  affinity  of  ideas  could  exist 
between  them?  So  with  whatever  kind  intentions  the  mind  of 
the  public  is  tormented  by  having  such  problems  put  before  it 
there  is  a  lack  of  logic  and  harmony  which  annoys  the  spectator 
and  to  which  he  cannot  adjust  himself. 

The  question  may  be  equally  put,  what  good  is  Pierrot  in  a 
modern  play?  Or  what  good  is  a  Pierrot  without  his  white 
costume?  “  Suppress  Pierrot !  ”  people  exclaim.  Is  it  possible? 
Can  there  be  a  pantomime  without  Pierrot?  Aren’t  most  panto- 
mines  called  “  Pierrot  this  —  Pierrot  that  ”  ? 

But  a  little  reflection  will  convince  anyone  that  in  the  panto¬ 
mime  which  must  be  created  in  future  Pierrot  is  useless  and 
even  inadmissible.  There  was  a  time  when  Pierrot  was  only  the 
white-smudged  servant  of  Cassandra  the  miller,  a  flour-covered 
simpleton,  a  secondary  character.  He  was  a  blockhead,  a 
dumb  servant,  lazy  and  starved,  the  only  stimulants  to  his 
tricks  being  his  desire  to  satisfy  his  appetites. 

Debureau  1  first  played  him  in  this  manner.  But  soon  his 
genius  burst  through  the  role  and  gave  birth  to  Pierrot,  that  is, 

1  Debureau,  a  celebrated  French  pantomimist,  lived  between  1796  and  1846. 
He  created  the  role  of  the  flour-covered  Pierrot  at  the  Little  Theatre  of  Funam- 
bules,  at  Paris,  where  George  Sand,  Gautier  and  other  notables  acclaimed  him 
as  “  the  greatest  artist  of  the  time.”  He  could  translate  the  most  varied  senti¬ 
ments  by  a  wink  of  the  eye,  a  line  of  the  mouth,  a  frown  of  an  eyebrow  or  a  sly 
gesture.  (Quoted  from  Dictionnaire  Larousse  illustre.) 
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to  a  type  more  full,  more  white,  more  malicious,  who  ended  by 
giving  more  kicks  than  he  received  and  holding  for  himself 
alone  the  sympathy  and  applause  of  the  audience.  So  great 
was  his  success  that  he  made  the  mistake  of  forcing  people  to 
believe  the  pantomime  was  Pierrot,  and  this  error  still  prevails. 

Could  it  be  claimed  that  L’Enfant  Prodige,  the  most  suc¬ 
cessful  pantomime  at  the  beginning  of  the  century,  would  have 
been  less  interesting  if  the  roles  of  Father  Pierrot  and  Son 
Pierrot  had  been  played  in  the  natural  colors  of  the  face?  In¬ 
deed  it  could  not. 

L’Enjant  Prodige  is  one  of  the  most  true  to  life  of  realis¬ 
tic  comedies  and  could  only  gain  by  preserving  in  all  its  details 
the  appearances  of  the  strictest  naturalness.  Has  the  face  of  an 
actor  a  greater  power  of  expression  when  it  is  whitened?  To 
believe  that  is  another  error.  The  whiteness  of  the  face  causes 
the  teeth  and  eyeballs  to  appear  a  dull  gray,  thus  dimming  the 
brightness  of  the  smile,  and  the  brightness  of  the  glance.  This 
peculiar  use  of  white  draws  attention  to  an  actor  and  distin¬ 
guishes  him  from  the  rest  of  the  cast,  but  the  drama  without 
words  is  not  the  gainer  by  it,  quite  the  contrary.  In  the  first 
place,  if  this  white  coating  was  so  useful  a  means  all  the  char¬ 
acters  in  a  pantomime  would  hasten  to  adopt  it.  At  least  this 
would  give  the  spectator  the  relief  of  no  longer  being  shocked 
when  a  being  with  white  skin  performs  among  people  with  pink 
skins,  without  the  latter  showing  any  surprise.  This  coating 
of  white  grease  paint  could  take  the  place  of  the  antique  mask 
with  the  advantage  of  not  depriving  the  actor  of  the  play  of  his 
features.  Yet  it  would  remain  a  mask,  which  is  bad  in  principle. 

The  face  of  the  miller’s  servant  accidentally  covered  with 
flour  had  a  natural  cause,  the  unexplained  whiteness  of  Pierrot 
has  none.  It  is  no  less  absurd  to  make  up  children  white.  In 
short,  writers  are  urged  to  put  aside  these  characters  of  ancient 
pantomime,  including  that  of  Pierrot  himself. 

Does  not  real  life  provide  interesting  roles  in  abundance?  Is 
it  not  full  of  curious  types  and  queer  people,  capable  of  amusing 
and  stirring  the  spectator?  Simply  select  those  of  most  strongly 


178 


THE  CHOICE  OF  A  SUBJECT 


marked  characteristics,  so  that  from  the  moment  of  their  en¬ 
trance  their  business  will  be  recognized.  In  all  cases  it  is  the 
author’s  duty  to  present  them  in  so  clear  a  fashion  that  no  con¬ 
fusion  is  possible. 

That  great  problem  in  all  dramatic  works,  the  exposition  of 
preceding  conditions,  is  more  difficult  in  pantomime  since  it  can 
only  be  told  by  visible  means.  The  scenery  will  show  the  place 
of  the  action,  the  costumes  will  indicate  the  period,  and  also  the 
rank  of  characters.  The  heads  of  the  actors  will  furnish  valua¬ 
ble  information  about  their  age,  temperament  and  character¬ 
istics,  and  finally  the  stage  properties  will  serve  as  a  dictionary, 
if  it  may  be  so  expressed. 

The  state  of  mind  of  the  characters  should  be  clearly  ascer¬ 
tained  from  the  very  first  acts  they  perform.  As  soon  as  a 
character  enters,  the  audience  must  know  who  he  is  and  what 
he  wants.  If  it  is  the  lover,  let  him  try  to  see  his  mistress,  even 
by  risking  the  greatest  adventures;  if  the  lady,  or  the  girl,  re¬ 
quites  his  feeling  let  her  at  once  perpetrate  some  imprudent  act; 
if  it  is  a  jealous  husband  let  him  appear  with  all  the  signs  of  a 
man  preyed  upon  by  the  most  horrible  suspicions ;  if  a  marriage 
is  to  take  place,  adorn  the  scene  with  all  the  paraphernalia  of  a 
wedding.  In  short,  instruct  the  audience,  no  matter  how,  but 
immediately,  in  all  it  is  indispensable  for  it  to  know.  This  is 
of  such  importance  that  the  awkwardness  of  the  business  used 
will  be  easily  pardoned  provided  it  is  clear.  This  arranged,  the 
writer  can  draw  a  long  breath,  turn  his  attention  to  details  later, 
study  and  develop  the  characters,  shade  the  intrigues  of  the 
plot,  and  let  the  climax  burst  out  when  in  his  judgment  the  right 
moment  has  arrived,  for  he  will  have  secured  the  interest  of  the 
spectator. 

Then  it  will  only  be  necessary  to  lay  out  the  scenes  in  the 
order  most  propitious  to  make  them  understandable.  For  this 
point  must  be  insisted  on,  an  identical  piece  of  stage  business 
may  prove  very  easy,  or  impossible  to  act  out  in  dumb  show, 
according  to  the  way  the  writer  makes  his  puppets  move  —  how 
they  make  their  entrances  —  and  whether  they  meet  before  a 
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certain  time  or  later  —  and  whether  a  certain  scene  is  enacted 
before  a  certain  other. 

The  best  pantomimes  will  be  composed  of  scenes  which  would 
each  when  considered  by  itself  gain  in  power  by  being  acted 
out  silently  even  if  it  occurred  in  a  play.  Here  is  one  example 
among  thousands:  In  Frou-Frou ,  when  the  wronged  husband, 
having  discovered  the  retreat  of  the  fugitive  lovers,  comes  into 
his  wife’s  presence  he  is  so  overwhelmed  with  emotion  that  he 
is  about  to  faint;  a  glass  of  water  is  offered  him,  he  stretches  out 
his  arm,  but  suddenly  remembering  the  place  he  is  in,  he  pulls 
himself  together  by  a  powerful  effort  of  will  and  pushes  away 
the  glass.  At  each  performance  the  public  applauded  this 
scene,  where  not  a  word  was  spoken. 


CHAPTER  V 


HOW  TO  WRITE  A  PANTOMIME 

The  scenario  of  a  pantomime  is  the  same  as  the  scenario  of 
any  kind  of  a  play.  It  requires  the  same  qualities  of  composi¬ 
tion;  an  interesting  idea,  as  many  new  situations  as  possible, 
great  order  in  the  continuity  of  scenes,  management  of  the 
suspense  and  the  big  effects;  finally,  an  ingenious  denouement, 
as  all  the  world  knows.  Nearly  all  scenarios  possess  some  of 
these  qualities.  At  first  they  are  only  outlines,  for  a  scenario 
is  neither  a  ballet,  nor  a  pantomime,  nor  a  drama,  nor  an  opera. 
It  may  become  one  or  the  other  of  these  works,  but  it  is  yet  only 
the  germ  of  becoming  such  a  work. 

When  a  scenario  has  pleased  a  director,  then  the  author,  ac¬ 
cording  to  the  theater  where  he  hopes  it  will  be  produced,  forces 
himself  to  compose  the  vaudeville  sketch,  or  the  comedy,  or  the 
opera  he  has  in  mind.  He  never  harbors  the  notion  that  his 
scenario  is  the  piece  itself  and  that  he  need  not  write  it  out. 
Then  why  should  authors  imagine  they  have  completed  their 
work  when  they  have  written  only  the  scenario  of  a  ballet  or 
a  pantomime? 

In  a  pantomime  picked  up  at  hazard,  entitled,  “  The  Statue,” 
by  Paul  Arene,  it  says: 

“  Scarcely  has  Cassandra  departed  when  Pierrot  runs  up.  He 
plants  a  kiss  on  the  tips  of  Columbine’s  fingers  and  leads  her 
gallantly  to  a  grassy  knoll.  There  by  the  light  of  the  moon 
ensues  a  very  lively  dialogue” 

Further  on  Harlequin  sits  beside  Columbine  and  “  begins  to 
woo  her.” 

In  “  Heart  of  Gold  Pierrot,”  by  Lucien  Cressonnois  and  Abel 
Mercklein,  it  is  written : 
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“  An  animated  conversation  is  established  between  the  but¬ 
terfly  and  Pierrot,”  and  again: 

“  Pierrot  has  wits,  he  finds  the  happy  phrase.” 

It  is  not  necessary  to  multiply  such  instances.  All  librettos 
of  pantomime  are  written  in  this  manner  and  to  most  directors 
appear  quite  finished. 

But  this  is  what  happens  on  the  day  of  the  first  rehearsal. 
The  love  scene  is  to  be  rehearsed;  the  musician  has  found  a 
charming  melody;  it  is  tender,  pleasing  and  original.  During 
three  minutes  everyone  shows  delight.  The  composer  is  con¬ 
gratulated  on  his  happy  inspiration. 

But  what  of  the  actors  now?  Harlequin  and  Columbine  con¬ 
sult  their  book,  and  find  this: 

“  Harlequin  sits  beside  Columbine  and  begins  to  woo  her.” 
Or: 

“An  animated  conversation  ensues  between  Harlequin  and 
Columbine.”  And: 

“  Harlequin  has  wits,  he  finds  the  happy  phrase.” 

The  two  artists  look  at  each  other  with  embarrassment,  they 
are  full  of  good  intentions,  besides,  they  are  well-known  actors 
of  talent  and  experience;  and  now  they  are  completely  non¬ 
plussed,  their  faces  express  distraction,  sweat  forms  on  their 
foreheads.  Everyone  is  surprised,  the  musician  halts. 

“  Repeat  it.”  He  shouts  to  the  actors, 

“  We  are  at  the  ‘  animated  conversation.’  ” 

In  his  turn  the  author  or  the  stage  manager  starts  to 
speak: 

“What  ails  you,  looking  at  each  other  like  two  mummies? 
Put  some  pep  into  it.  —  You  are  young  and  beautiful  and  adore 
one  another,  you  have  only  to  say  it  to  each  other  to  prove  it, 
it’s  simple  enough.  Once  more.” 

They  begin  again;  the  unhappy  actors  outline  some  vague 
gestures;  begin  to  cut  a  figure;  then  stop  again,  much  worried 
by  feeling  themselves  perfectly  ridiculous.  Around  them  peo¬ 
ple  begin  to  murmur  disagreeable  comments.  The  musical 
director  is  uneasy,  the  author  vexed. 
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“  The  actors,”  he  says,  “  should  at  least  know  their  trade, 
these  will  spoil  my  piece.” 

The  artists  make  apologies,  they  too  imagine  they  have  done 
wrong,  while  what  they  ought  to  reply  to  the  author  is: 

“  We  are  told  here  to  act  out  a  lively  dialogue,  but  where  is 
the  dialogue?  What  remarks  shall  we  make?  What  thoughts 
exchange?  Did  you  take  the  pains  to  write  them?  No.  Have 
you  authorized  us  to  compose  ourselves  this  scene  which  exists 
nowhere?  No,  indeed.  Then  what  do  you  want  us  to  act? 
Having  nothing  to  express  we  express  nothing,  which  is  quite 
natural.  So  take  back  your  scenario  and  make  a  play  out  of  it, 
and  we  will  do  our  best  to  interpret  it.” 

Either  through  ignorance  or  timidity  actors  never  do  object 
in  this  fashion.  Nevertheless,  the  author  begins  to  suspect 
dimly  that  his  famous  script  is  not  as  perfect  as  he  believed. 

Of  course,  the  best  way  would  be  to  interrupt  the  rehearsals 
and  go  write  the  missing  scenes,  but  an  author  will  never  confess 
that  he  has  just  perceived  that  he  was  wrong  in  bringing  an 
incomplete  work,  and  besides,  is  not  this  the  customary  way 
of  planning  all  pantomimes? 

In  such  a  case  this  is  what  always  happens: 

“What  bothers  you?”  the  author  demands  of  Harlequin. 
“  What  you  have  to  do  is  easy,  you  are  Columbine’s  lover,  you 
take  her  hand  —  good  — ,  you  draw  her  to  the  grassy  seat  — 
very  good.  Columbine  drops  her  eyes  —  charming.  You  tell 
her  that  you  love  her.” 

(Here  the  actor  given  the  role  of  Harlequin  puts  his  hands 
on  his  heart  and  moves  his  shoulders.) 

Then  the  author  cries, 

“That’s  it!  very  good!  perfect!  ” 

As  there  is  still  much  music  to  be  played,  Columbine  again 
begins  to  drop  her  eyes,  Harlequin  continues  to  move  his  shoul¬ 
ders.  Perhaps  he  will  develop  enough  originality  to  add  stock 
gestures  signifying,  “  Your  face  is  pretty,”  and  the  author  will 
repeat,  — 

“  That’s  it!  very  good!  perfect!  ” 
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Very  good?  No.  It  is  not  perfect.  This  dialogue  is  neither 
lively  nor  new.  It  is  not  even  a  dialogue,  it  is  simply  the  peak 
of  the  trite,  the  commonplace. 

The  public  has  seen  this  phantom  of  a  scene,  precisely  as  null 
and  void,  in  a  hundred  pantomimes  preceding  this,  and  will  still 
see  it  in  thousands  more  unless  writers  decide  actually  to  com¬ 
pose  the  conversations  announced  in  their  sketches  instead  of 
being  satisfied  to  write,  “  Here  an  animated  conversation  takes 
place.” 

For  all  these  types  of  directions,  such  as: 

“  A  violent  discussion  arises  between  —  ”  etc. 

“  With  passionate  eloquence,  Pierrot  persuades  —  ” 

“  After  exhausting  all  arguments  —  Pierrot  is  clever  — ,  he 
finds  happy  lines.” 

All  these  sentences  mean  absolutely  nothing  except,  “  Here 
there  is  a  hiatus  in  my  pantomime,”  and  in  many  manuscripts 
submitted  there  is  little  besides  the  hiatus. 

Writers  would  never  allow  themselves  to  make  similar  omis¬ 
sions  in  a  play.  Let  them  realize  that  they  are  just  as  impor¬ 
tant  in  a  pantomime.  Probably  they  are  unconsciously  influ¬ 
enced  by  the  idea  that  since  the  mummers  do  not  speak,  what 
use  to  write  a  dialogue  for  them?  No,  they  do  not  speak,  but 
they  act,  they  do  not  express  themselves  in  words,  but  they 
express  themselves  in  the  language  of  the  drama,  always  pro¬ 
vided  that  they  have  something  to  express. 

If  a  scene  is  given  them  written  like  a  play  they  may  not  suc¬ 
ceed  in  translating  every  bit,  perhaps,  but  at  least  they  will 
interpret  a  good  deal  and  that  will  be  much  more  than  nothing. 
When  the  writer  shall  acquire  sufficient  knowledge  of  the  art 
of  pantomime  to  know  that  certain  phrases  are  actable  and  oth¬ 
ers  are  not,  he  will  write  his  dialogue  accordingly,  and  the  actor 
will  only  have  to  translate  his  thought. 

Then  the  lovers  will  no  longer  be  content  to  place  their  hands 
on  their  hearts  and  wiggle  their  shoulders;  they  will  play  a 
scene  as  it  was  conceived.  There  will  no  longer  be  seen  in  such 
silent  dramas  the  gestures  and  attitudes  whose  hackneyed  dull- 
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ness  ends  by  boring  the  warmest  partisan  of  pantomimes.  Such 
a  writer  will  truly  make  an  original  play  and  will  be  astonished 
himself  at  the  eloquence  of  this  mute  language  whose  resources 
are  little  suspected. 

Another  question  arises  here.  What  style  of  writing  should 
be  used  in  these  dialogues?  It  is  easy  to  understand  that  it 
would  be  only  useless  trouble  and  even  a  hindrance  to  adorn  the 
manuscript  with  witty  words,  phrases  not  yet  standardized,  new 
qualifications,  and  delicate  effects  of  sonority  which  shape  a  line 
beautifully.  That  does  not  mean  there  can  be  no  wit  in  the 
dramatic  language.  According  to  the  situation  a  gesture  may 
show  a  malicious  purpose,  a  double-meaning,  or  a  subtle  allu¬ 
sion.  But  the  interest  must  be  in  the  idea  and  not  the  form. 
The  writer  must  remember;  — “  The  literary  lines  should  be 
only  the  means  of  making  the  actor  understand  his  thought .” 
So  the  best  style  will  be  the  simplest,  the  clearest,  and  the  most 
precise. 

Moreover,  as  will  soon  be  described,  the  dialogue  should  un¬ 
dergo  a  first  translation  to  adapt  it  strictly  to  expression  in  dumb 
show.  So  the  way  to  write  a  pantomime  is  exactly  the  same 
as  that  used  to  write  a  play,  with  the  sole  difference  that  the 
author  is  bound  to  avoid  lines  which  cannot  be  interpreted  by 
action,  and  that  he  should  give  attention  to  stage  directions. 
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HOW  TO  TRANSLATE  IT 

The  words  of  a  written  line  are  the  author’s  only  means  of  ex¬ 
plaining  his  thought  to  the  interpreters.  It  does  not  follow  that 
the  acting  must  scrupulously  express  every  word;  more  often 
the  action  will  interpret  better  the  idea  of  the  phrase  by  modify¬ 
ing  it  somewhat.  To  translate  a  literary  line  into  the  language 
of  dramatic  action  consists  in; 

First;  — Reducing  it  to  the  special  words  that  can  be  ade¬ 
quately  acted  out. 

Second;  —  Deciding  on  the  sequence  these  words  should 
follow. 

For  the  first  example,  the  phrase  already  used  when  discuss¬ 
ing  the  verb,  will  be  repeated. 

“  While  you  were  dancing  at  the  ball,  alone  here,  I  was  weep¬ 
ing.” 

For  the  actor  this  line  will  be  reduced  to  the  words,  — 

“You  —  out  there  —  dance  —  alone  —  here  —  I  weep.” 

Notice  that  this  line  is  translated  nearly  word  for  word  just 
because  of  its  lack  of  superfluity,  which  brings  it  very  close  to 
dramatic  language.  Another  example ;  — 

“  When  everyone  is  asleep,  come  down  to  meet  me  here,  I 
beg  you.” 

Translation, — » 

“To  the  right— to  the  left  —  all  asleep  —  you  —  from 
above  —  come  down  —  here  —  I  pray.” 

Here  is  another;  — 

“  Alas!  She  will  not  come.  What  I  heard  was  the  beating 
of  my  heart.” 

Which  is  thus  turned, — 

“  Alas  —  she  —  here  —  no.  I  —  hear  —  my  —  heart  — 
beat.” 
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These  examples  are  all  easy.  The  acting  translation  differs 
little  from  the  text. 

But  frequently  difficulties  are  encountered  which  compel  the 
adapter  to  modify  expressions  noticeably,  either  by  equivalents 
or  close  similarities,  while  always  respecting  the  meaning.  Take 
the  phrase  of  Tartufe;  — 

“  Cover  this  bosom  so  I  shall  not  see  it.  By  such  objects 
souls  are  wounded.  And  they  bring  wicked  thoughts.” 

At  first  sight  it  seems  a  troublesome  problem,  especially  the 
last  two  lines  which  present  an  idea  in  abstract  form.  There¬ 
fore  the  thought  must  be  made  concrete  and  the  selection  modi¬ 
fied  thus;  — 

“  Cover  this  bosom  from  which  I  turn  away  my  eyes. 

Such  objects  scandalize  me. 

They  arouse  desires  in  me  which  cause  me  horror.” 

Translation  for  acting  — 

“  Cover  —  your  bosom  —  my  eyes  turn  away  —  my  hands 
push  back.  —  These  objects  —  me  —  scandalize. 

“  They  —  me  —  desire  —  move  my  feelings  —  repel  with 
horror.” 

In  spite  of  the  changes  forced  upon  the  passage  this  dramatic 
translation  will  render  quite  closely  the  idea  of  the  spoken 
words.  This  instance  should  encourage  authors  of  pantomime 
to  have  no  fear  in  developing  their  dialogue  as  far  as  appears  to 
them  necessary. 

Of  course  all  Moliere’s  comedies  could  not  be  translated,  and, 
moreover,  they  were  not  made  to  be  mimed.  The  aim  was  to 
prove  that  it  is  possible  to  express  by  pantomime  much  more 
complicated  sentences  and  scenes  than  is  generally  believed. 
It  is  sufficient  to  choose  the  correct  figures  and  terms  to  facili¬ 
tate  its  interpretation. 

Of  course  there  are  phrases  which  must  be  cut  out.  Never¬ 
theless,  this  is  no  reason  to  completely  abandon  the  hope  of 
expressing  an  idea.  In  the  majority  of  cases  a  combination  will 
be  discovered  which  will  render  it,  if  not  in  entirety,  at  least 
partially. 
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Beaumarchais  furnishes  an  example  of  a  phrase  absolutely 
impossible  to  register  silently  in  “  Barber  of  Seville/’  Act  I, 
Scene  II: 

Figaro:  “  Considering  the  virtues  required  of  a  servant,  is 
your  Excellency  acquainted  with  many  masters  who  are  worthy 
of  being  valets?  ” 

Not  only  is  this  sentence  in  an  abstract  form,  but  also  the 
words  composing  it  cannot  be  acted  out.  But  supposing  that 
Figaro  had  come  to  offer  himself  to  the  Count  as  a  servant,  sup¬ 
pose  also,  that  he  was  known  to  have  certain  faults,  and  that  the 
Count,  displaying  a  livery,  said  to  him, 

“  Go  away.  You  are  not  worthy  of  wearing  that.”  (That  is, 
to  become  his  servant.) 

Then  the  following  scene  may  be  imagined : 

Figaro;  — “  You  play  cards?  ” 

Count;  —  “  Yes.” 

Figaro;  — “  You  like  pretty  girls?  ” 

Count;  —  “  Of  course.” 

Figaro;  — “  Occasionally  you  drink  to  the  point  where  your 
mind  is  disturbed?  ” 

Count;  —  “I  confess  it.” 

Figaro;  —  (Imitating  the  Count’s  gestures)  “Go  to.  Nei¬ 
ther  are  you  worthy  of  wearing  that  livery.” 

It  is  apparent  that  this  little  scene  lacks  the  qualities  of  the 
sentence  to  be  translated,  but  it  is  no  less  true  that  the  excessive 
exactions  of  masters  have  been  expressed,  either  well  or  ill,  and 
that  is  the  author’s  idea.  Such  changes  may  seem  a  kind  of 
sacrilege  when  a  work  of  Moliere  or  Beaumarchais  is  under 
consideration,  but  they  are  perfectly  legitimate  when  practiced 
on  ordinary  manuscripts.  That  is  the  kind  of  operation  to 
which  all  scenes  containing  dialogue  must  be  submitted. 

This  preliminary  work  offers  valuable  benefits.  First,  a 
script  nearly  freed  from  untranslatable  phrases;  definite  infor¬ 
mation  for  the  stage  manager;  an  astonishing  rapidity  in  get¬ 
ting  up  a  show,  and  great  confidence  and  eagerness  on  the  part 
of  the  cast.  In  short,  a  better  pantomime,  and  better  acted. 
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Scenery 

An  author  should  demand  that  this  be  as  correct  as  possible, 
and  need  not  fear  to  overload  it  with  any  details  capable  of  de¬ 
fining  the  place  and  the  epoch. 

Writings  on  the  Stage 

Inscriptions  on  walls,  signs  on  shops,  notices  of  sale,  sign¬ 
posts  of  location,  hand-bills  and  tickets,  are  all  devices  that  can 
be  of  great  service,  and  even  if  their  presence  be  a  little  forced, 
no  one  will  criticize  their  use. 

Properties 

Properties  play  a  much  more  important  part  in  a  panto¬ 
mime  than  in  a  drama.  To  such  a  degree  are  they  indispensable 
that  the  director  is  advised  even  to  infringe  the  law  of  proba¬ 
bility  to  introduce  necessary  objects  on  the  stage,  though  it 
would  not  be  natural  to  find  them  in  the  settings. 

Suppose,  for  instance,  an  actor  is  given  this  line  to  mime;  — 

“  I  have  just  consulted  my  barometer,  it  reads  ...” 

The  one  in  this  role  might  be  quite  puzzled,  for  to  attempt 
to  delineate  a  barometer  would  be  hopeless.  Must  the  line  then 
be  cut  out?  Supposing  it  was  absolutely  essential  to  consult  a 
barometer?  What  should  the  author  do?  Replace  the  line: 
“  I  have  just  consulted  my  barometer,”  by  this:  “The  actor 
consults  the  barometer.” 

If  the  scene  is  set  in  a  parlor  or  study  it  would  be  quite  natu¬ 
ral  to  hang  a  barometer  there,  and  the  actor,  instead  of  being 
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faced  by  an  impossibility,  would  have  very  simple  business  to 
perform.  He  would  approach  the  barometer,  examine  it  a  mo¬ 
ment,  and  return  to  give  the  public  the  results  of  his  observa¬ 
tion.  But  —  such  tricks  of  Fate  do  occur  —  perhaps  the  action 
takes  place  in  a  garden,  and  barometers  do  not  grow  on  rose- 
bushes.  Then,  rather  than  leave  your  character  to  wrestle  with 
the  difficulties  of  the  first  phrase,  it  would  be  correct  to  drag  a 
barometer  on  to  the  stage,  either  under  a  far-fetched  pretext  or 
none  at  all.  The  audience  will  forgive  this  license  more  readily 
than  they  will  a  wait,  or  an  obscurity,  which  are  more  dangerous 
faults. 

Properties  are  of  capital  importance,  and  an  author  should 
make  use  of  all  his  ingenuity  to  have  them  within  reach  in  a 
plausible  manner. 

Costumes 

The  costumes  should  be  as  typical  as  possible,  so  as  clearly 
to  define  at  the  first  entrance,  the  station  in  life  of  the  char¬ 
acters  who  wear  them. 

It  is  expedient  for  authors  to  choose  their  heroes  from  some 
job  or  profession  which  will  easily  be  recognized  from  their  dis¬ 
tinctive  garments.  With  the  characters  of  the  old  Italian 
comedy  there  was  no  fear  that  Leander  would  be  mistaken  for 
Harlequin.  In  the  time  of  Moliere  a  marquis,  a  notary,  an 
apothecary,  a  cloth  merchant,  etc.,  wore  special  costumes,  which 
obviated  all  danger  of  confusion.  But  it  is  not  so  in  this  era; 
these  different  characters  may  all  patronize  the  same  tailor,  and 
resemble  each  other  like  brothers. 

Since  there  is  the  greatest  necessity  to  initiate  the  audience 
instantly  into  the  characteristics  of  a  person  as  he  enters,  the 
artist  should  take  the  greatest  pains  in  assembling  his  costume, 
adding  to  it  all  the  marks,  all  the  details,  all  the  little  trifles 
which  can  embody  and  explain  the  part  he  portrays. 
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The  Use  of  Cosmetics 

The  use  of  cosmetics,  that  is  to  say,  the  actor’s  art  of  mak¬ 
ing-up,  is  of  the  greatest  importance.  On  the  stage,  if  an  actor 
in  a  drama  comes  on  in  a  costume  and  with  a  facial  make-up 
not  entirely  appropriate  to  the  role  he  represents  —  and  this  is 
too  often  witnessed  — ,  the  play  will  remain  intelligible  and  will 
follow  its  course.  But  in  a  pantomime  much  more  serious  con¬ 
sequences  might  result  from  this. 

An  example  will  make  this  clear: — At  a  certain  point  a 
physician  comes  on  the  stage.  In  a  play  some  actor  can  ex¬ 
claim,  “  Ah,  here’s  the  dear  doctor,”  or,  “  Come  quickly,  doctor, 
you  are  expected.”  That  is  sufficient;  even  should  the  actor  in 
the  role  of  physician  more  resemble  a  pianist  the  audience  ac¬ 
cepts  him  as  one,  even  if  it  murmurs,  “  That’s  a  queer  make-up 
for  a  doctor.” 

But  if  the  same  thing  happens  in  a  pantomime,  and  at  the 
entrance  of  the  doctor  the  audience  takes  him  for  a  pianist,  a 
most  unfortunate  confusion  will  result,  and  perhaps,  by  a  little 
ill-luck,  a  succession  of  atrocious  misunderstandings,  taking  this 
for  that,  may  follow,  which  will  ruin  the  best  of  pantomimes. 


The  Bill  of  the  Play 

As  nothing  should  be  neglected  which  serves  to  enlighten  the 
audience,  authors  are  advised  when  writing  up  programs  to 
return  definitely  to  the  style  of  Moliere.  As  a  typical  example 
here  is  the  list  of  characters  in  George  Dandin: 

George  Dandin,  wealthy  farmer,  husband  of  Angelique. 

Angelique,  wife  of  George  Dandin,  and  daughter  of  M.  de 
Sottenville. 

M.  de  Sottenville,  country  gentleman,  father  of  Angelique. 

Mme.  de  Sottenville. 

Clitandre,  lover  of  Angelique. 

Claudine,  attendant  of  Angelique. 

Lubin,  peasant,  Clitandre’s  servant. 
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Colin,  valet  of  George  Dandin. 

The  scene  is  in  front  of  George  Dandin’s  house  in  the  country. 

It  would  indeed  be  wrong  to  forego  this  method  of  enlighten¬ 
ing  the  spectators,  before  the  rise  of  the  curtain,  of  the  location 
of  the  act,  the  station  in  life  of  the  characters,  the  relations  be¬ 
tween  them;  in  fact,  a  good  share  of  the  exposition  which  costs 
the  most  trouble. 

This  method  of  writing  the  bill  of  the  play,  which  has  seemed 
a  little  too  explicit  for  the  modern  theater,  is  still  desirable  for 
pantomimes.  An  audience  will  read  a  playbill  and  study  a 
program;  its  cooperation  extends  thus  far,  but  more  must  not 
be  demanded  of  it. 

This  brings  up  another  problem.  Should  an  outline  of  plot 
be  distributed  to  the  spectators?  that  is,  an  explanation  of  the 
pantomime?  Let  the  following  syllogism  give  the  answer. 
Either  the  pantomime  is  well  constructed,  that  is  to  say,  per¬ 
fectly  clear;  or  it  is  unintelligible,  without  a  previous  explana¬ 
tion. 

In  the  first  case,  —  the  summary  is  not  needed. 

In  the  second  case,  —  the  pantomime  should  not  be  allowed 
on  the  boards. 

So,  no  printed  plot.  Is  it  not  a  confession  of  weakness? 
Does  it  not  warn  the  spectators  that  the  author  is  incapable  of 
putting  over  the  show  which  the  playbill  announces?  Is  it  not 
the  same  kind  of  folly  that  would  lead  a  painter  to  write  under 
his  picture,  “  This  represents  a  horse  ”  ? 

It  is  a  true  statement  that  a  silent  drama  which  is  believed  to 
need  written  explanation  is  not  worth  the  trouble  of  putting  on. 

Imitative  Sounds 

In  exceptional  situations,  and  with  great  tact  and  caution, 
natural  sounds  such  as  cries,  noises  and  imitations  of  noises, 
bursts  of  laughter,  sobs,  coughs,  pst ! ,  and  exclamations,  in 
short,  all  inarticulate  sounds,  may  be  used  and  high-grade 
effects  produced. 
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Ah!  Oh!  Ough!  express  surprise,  joy  or  pain.  The  songs 
of  birds,  animal  cries,  the  noise  of  instruments  and  tools,  the 
rustling  of  silk,  blasts  of  a  whistle,  etc.,  these,  and  the  imitation 
of  all  sounds  belong  to  the  language  of  nature.  But  they  must 
be  used  with  extreme  delicacy.  Both  author  and  actor  must 
never  forget  that  the  silent  drama  is  a  kind  of  dream  quietly 
unrolling  before  an  audience,  which  must  not  be  brutally 
awakened  by  a  badly  modulated  noise.  Permissible  sounds,  in¬ 
cluding  the  music,  should  be  only  mystical  noises,  velvet  sounds. 
This  advice  may  seem  very  vague,  but  it  will  be  thoroughly 
understood  by  those  who  have  genuine  theater-sense. 

Another  serious  question  pops  up  in  this  connection:  May  a 
pantomime  make  use  of  one  speaking  role?  or  of  one  line?  or 
of  one  word?  No!  a  thousand  times,  No!  Not  a  role,  not  a 
line,  not  a  word,  not  even  if  this  single  word  should  be  needed 
to  produce  a  profound  sensation.  A  single  word  would  shatter 
brusquely  the  fragile  charm  built  up  with  so  much  care.  Sus¬ 
pense,  illusion,  the  dreamy  feeling,  would  all  fall  in  pieces  and 
crumble  before  this  clap  of  thunder.  The  audience  would  not 
consent  further  to  silence,  dumbness  would  not  be  permitted, 
since  this  word  has  been  spoken,  why  not  all  the  rest? 

A  drama  may  permit  one  dumb  character,  as  it  does  a  deaf  or 
blind  one,  as  a  type  of  infirmity,  but,  in  a  pantomime,  a  char¬ 
acter  who  suddenly  bursts  into  articulate  language  among  char¬ 
acters  who  do  not  speak  cannot  be  classed  as  infirm,  even  though 
he  is  the  exception ;  it  is  an  obnoxious  absurdity. 

While  on  this  subject  it  may  be  added  that  to  simulate  speech 
is  as  absurd  as  to  speak.  Some  actors  have  been  seen  who  actu¬ 
ally  try  to  play  the  silent  drama,  and  who  have  formed  the 
wretched  habit  of  moving  their  lips  and  articulating  without 
sounds  the  words  they  are  portraying.  By  what  course  of  rea¬ 
soning  have  they  arrived  at  such  an  illogical  conclusion?  Is  it 
because  they  have  heard  that  people  who  have  lost  their  hear¬ 
ing  learn  to  understand  spoken  words  by  the  movement  of  the 
lips,  so  that  they  literally  see  speech  and  hear  with  their  eyes? 

But  what  connection  can  there  be  between  this  fact  and  pan- 
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tomime?  The  audience  is  not  deaf.  Why  simulate  speech  since 
you  do  not  speak,  since  you  must  not  speak,  since,  on  the  con¬ 
trary,  the  talent  of  the  actor  seeks  to  make  the  existence  of 
words  temporarily  forgotten?  The  use  of  such  a  silly  method 
only  produces  the  disagreeable  impression  that  the  actor  wishes 
to  speak  but  has  lost  his  voice.  Remember  that  a  mime  is  not 
dumb,  but  a  being  apart,  a  mysterious  creature  having  nothing 
to  do  with  speech. 

Another  very  important  point  is  that  while  an  actor  yields 
himself  to  this  silent  loquacity,  he  denies  himself  the  use  of  his 
lips  and  jaws  whose  movements  concur  powerfully  in  all  facial 
expressions. 

From  the  foregoing,  it  is  easy  to  comprehend  that  it  offends 
good  taste  equally  to  pretend  to  whisper  in  another’s  ear,  or  to 
listen  in  order  to  overhear  a  conversation.  So  these  actions 
are  absolutely  forbidden : 

To  speak. 

To  simulate  speech. 

To  simulate  speaking  in  a  low  voice. 

To  simulate  listening  to  a  conversation. 


CHAPTER  Vin 


STAGING  THE  PANTOMIME 

Should  an  excellent  pantomime  be  given  over  to  a  poor  stage 
manager,  a  deplorable  performance  will  result,  but  give  a  poor 
pantomime  to  a  good  director  and  he  will  make  something  in¬ 
teresting  out  of  it. 

Usually  the  author  dictates  the  stage-setting  and  sometimes 
kills  his  own  piece. 

Every  writer  of  a  pantomime  should  be  capable  of  being  a 
professor  of  the  art  of  mimicry,  for  his  first  difficulty  will  be  the 
lack  of  mimes.  His  interpreters  will  be  actors  of  more  or  less 
talent  whose  least  fault  will  be  that  they  believe  a  silent  drama 
is  not  at  all  difficult  to  play.  If  the  stage  manager  knows  his 
business  he  will  soon  convince  them  of  their  error. 

If  a  stage  manager,  trusting  to  his  past  experience  and  present 
inspiration,  commences  rehearsals  without  having  prepared 
himself  for  his  job  by  a  very  thorough  study  of  the  manuscript, 
he  will  not  make  good.  He  will  inevitably  make  mistakes  which 
will  compel  him  to  try  experiments  and  change  the  stage  busi¬ 
ness.  This  will  delay  the  progress  of  the  piece  and  permit  the 
artists  to  make  criticisms  and  even  to  interfere  with  the  orders, 
which  is  fatal  from  every  point  of  view.  The  stage  manager  can 
only  acquire  the  full  knowledge  of  what  is  best  in  the  play,  of 
all  that  needs  to  be  done,  of  all  that  he  must  teach  the  actors,  of 
all  the  perils  to  be  avoided,  of  all  the  effects  to  be  brought  out, 
by  studying  thoroughly  and  in  detail  before  the  rehearsals,  the 
play  he  must  put  on  the  boards. 

He  must  know  beforehand  the  dimensions  of  his  stage,  the 
exact  location  of  each  piece  of  furniture,  and  of  every  bit  of 
property,  and  he  must  arrange  them  in  such  a  manner  that  when 
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the  moment  comes  to  make  use  of  them,  they  will  be  found  in 
the  exact  spot  most  convenient  for  the  actors. 

Besides,  he  must  have  determined  from  the  point  of  view  of 
physical  exigency  and  of  scenic  effect,  all  the  entrances,  all  the 
exits,  all  the  crosses,  and  especially  all  the  groupings,  as  well 
as  the  order  in  which  these  movements  should  be  carried  out, 
and  he  must  never  lose  sight  of  the  double  obligation  of  facili¬ 
tating  the  task  of  the  interpreters  and  producing  the  strongest 
impression  on  the  audience. 

In  short,  the  stage  manager  must  know  the  piece  from  start 
to  finish,  especially  wherein  the  principal  movements  are  in¬ 
volved,  as  perfectly  as  if  he  had  seen  it  performed  a  number  of 
times. 

It  is  a  difficult,  delicate  and  painstaking  task  and  requires 
profound  knowledge  of  the  theater  and  its  craft,  but  the  result¬ 
ing  advantages  cannot  be  measured. 

The  first  effect  will  be  to  secure  the  confidence  of  the  actors 
who  will  submit  themselves  blindly  to  the  directions  of  a  stage 
manager  who  knows  what  he  wants  and  where  he  is  going. 

Right  here  it  is  well  to  draw  the  attention  of  authors  and 
directors  to  a  well  recognized  fact.  Of  all  professions  that  of 
a  dramatic  artist  is  undoubtedly  the  one  which  rouses  most 
actively  the  instinct  of  self-love,  of  desire  for  approbation.  Is 
it  because  the  actor  or  actress  depends  on  physical  attributes 
as  well  as  intelligence  to  hold  the  interest  of  the  audience? 
Possibly  this  is  true.  But  whether  it  be  through  love  of  his  or 
her  art,  through  vanity,  or  through  interest,  it  is  a  fact  that 
every  artist  feels  a  thrill  each  time  he  is  cast  in  a  new  role. 

Is  the  play  a  good  one?  Will  it  be  a  success?  Is  this  role 
the  kind  I  will  make  a  hit  in?  Is  it  all  velvet?  Such  questions 
stir  the  actor’s  mind. 

And,  in  fact,  the  prosperity  of  his  theatrical  life  is  at  stake, 
it  concerns  his  personal  career,  for  a  good  role  will  bring  him 
into  prominence.  Therefore  it  follows  that  on  the  day  of  the 
first  rehearsal  all  the  cast,  the  old  as  well  as  the  young,  arrive 
in  a  state  of  excitement  that  may  be  called  the  Fever  of  Art. 
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No  zeal  can  compare  with  theirs.  Anything  may  be  demanded 
of  them,  they  will  attempt  the  impossible.  Good  actors,  as  well 
as  poor  ones,  will  surpass  themselves.  They  are  all  impression¬ 
able. 

If  on  his  side  the  director  arrives,  armed  on  all  points,  if  his 
directions  are  clear  and  definite,  his  commands  logical,  and  his 
explanations  irrefutable,  if  he  is  competent  to  point  out  to 
his  interpreters  business  they  had  not  foreseen,  he  will  not  be  a 
stage  manager  who  is  obeyed  grudgingly  and  mechanically,  but 
he  will  be  listened  to  and  venerated  as  a  master  of  the  theater. 

Instead  of  decreasing  with  subsequent  rehearsals,  this  fever 
of  emulation  can  only  grow.  Each  one,  in  the  part  assigned  to 
him,  will  bring  an  ardent  zeal  to  the  rounding  out  of  the  work, 
and  with  a  surprising  speed  the  piece  will  be  learned,  put  on  the 
stage  and  ready  to  be  presented  to  the  audience.  Played  under 
such  conditions  it  will  have  the  best  chance  of  success. 

If,  on  the  contrary,  the  stage  manager  has  not  sufficiently 
prepared  himself  and  is  uncertain  and  perplexed,  continual 
changes  will  result,  and  arguments  will  arise  which  will  slow  up 
the  work  considerably  and  depress  the  cast;  and,  finally,  a 
performance  which  lacks  this  breath  of  enthusiasm  and  warm 
confidence  will  never  get  hold  of  the  audience. 

All  that  has  been  said  up  to  now  applies  equally  to  spoken 
plays  and  pantomimes,  but  when  questions  of  detail  are 
broached,  in  addition  to  all  the  preceding,  the  stage  manager  of 
a  silent  drama  must  possess  complete  knowledge  of  the  art  of 
registering  thoughts  and  feelings.  It  is  not  enough  for  him  to 
tell  an  actor,  “  Your  gesture  is  not  clear,  it  means  nothing,”  but 
he  must  be  competent  to  teach  him  a  better  one. 

First  and  foremost,  the  stage  manager  should  require  every 
actor,  from  his  first  entrance,  to  study  the  bearing,  the  walk  and 
the  habitual  facial  expression  suitable  to  characterize  the  part 
he  takes;  as  they  say  in  France  —  to  put  himself  under  the  skin 
of  this  character;  as  they  say  in  America  —  Never  drop  out 
of  character. 

This  first  point  is  of  prime  importance  and  it  is  astonishing 
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that  it  is  not  the  object  of  special  study  in  theaters  where  plays 
are  produced. 

A  marquis  and  a  butcher-boy,  for  instance,  should  differ  even 
more  by  gait,  posture,  manners,  the  carriage  of  the  head,  the 
positions  of  arms  and  legs,  and  by  the  customary  expression  of 
face,  than  by  the  costume.  This  must  be  obtained  before  every¬ 
thing,  and  will  immediately  prove  a  big  step  in  advance. 

In  the  next  place,  without  bothering  about  shades  of  expres¬ 
sion,  the  director  must  work  out  the  major  action,  that  is,  the 
entrances,  exits,  crosses,  groups,  the  place  the  actors  should 
stand  during  certain  dialogues,  the  curves  they  should  describe 
on  the  stage  during  such  action,  determine  exactly  when  each 
shall  sit  or  stand  or  assume  some  other  posture.  Only  when  this 
business  has  been  established  with  almost  geometrical  precision, 
should  the  director  take  up  the  matter  of  expression. 

If  he  is  well  versed  in  the  principles  of  the  art  of  registering 
emotion,  contained  in  the  first  part  of  this  book,  he  will  find  it 
easy  to  show  the  actors  the  movements  indispensable  to  an 
accurate  interpretation  of  their  roles.  When  this  point  is  at¬ 
tained,  a  perfectly  clear  translation  from  the  literary  work  into 
the  language  of  pantomime,  but  with  a  mathematical  want  of 
decoration,  has  been  created.  Then  and  then  only,  may  the 
director  animate  this  skeleton  of  a  play,  inject  into  it  life  and 
intelligence  by  allowing  the  actors,  who  up  to  now  have  been 
automatons  only,  to  demonstrate  feeling,  warmth  and  pas¬ 
sion. 

Another  influence  that  will  galvanize  the  pantomime  is  that 
the  moment  has  arrived  to  join  the  music  to  the  acting,  to  con¬ 
fine  a  certain  series  of  gestures  to  a  certain  number  of  bars,  and 
write  a  certain  melody  for  a  certain  bit  of  business.  This  will 
bring  about  a  complete  transformation,  and  the  performance 
will  throb  and  grow  eloquent.  The  last  step  will  be  to  perfect 
the  details  and  exact  that  the  expressions  and  movements  com¬ 
prising  them,  have  the  required  qualities. 

For  a  pantomimic  expression  to  be  right  it  must  be: 

i st  —  Immediately  and  absolutely  clear. 
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2nd  —  It  must  be  impossible  to  impute  to  it  a  different  mean¬ 
ing. 

3rd  —  It  must  seem  so  simple  and  natural  that  no  one  gets 
the  idea  that  speech  would  have  been  preferable. 

Therefore,  expressions  which  require  too  many  explanatory 
gestures  must  be  rejected  or  modified  because  they  cause  length. 
Also  expressions  whose  meaning  is  equivocal,  or  which  could 
signify  several  things,  must  be  rejected  or  modified  because  they 
cause  confusion. 

Length  and  confusion  are  two  dangers  to  be  shunned. 

A  pantomimic  movement  should  be  executed  with  great 
precision. 

Vague  and  incomplete  movements  are  the  same  as  to  stam¬ 
mer  and  sputter  spoken  lines.  They  should  be  graceful.  This 
quality  will  be  acquired  by  the  use  of  complementary  move¬ 
ments  whose  object  is  to  harmonize  the  whole  body  with  the 
principal  movement. 

They  must  give  the  impression  of  the  necessary  accent  or 
tone  to  accord  with  the  nature  of  the  sentiment  expressed. 
Thus,  the  gesture  meaning  “Go!  ”  may  be  made  with  sweet¬ 
ness,  with  kindness,  with  firmness,  with  hauteur,  with  scorn, 
etc.  Between  the  first  and  the  last  emotion  there  is  room  for  a 
crowd  of  shadings  very  desirable  to  see.  They  should  have  a 
certain  time-limit;  that  is,  a  motionless  pose  sufficient  to  allow 
the  spectator  to  see  the  actual  gesticulation  definitely  and  to 
distinguish  it  from  the  following.  Gestures  made  too  precipi¬ 
tately  are  lost. 

The  way  to  end  a  phrase  when  an  actor  has  just  completed 
a  line  in  dumb  show,  or  has  been  interrupted,  is  not  to  resume 
abruptly  a  neutral  or  waiting  position;  it  is  much  better  to  hold 
the  complete  attitude  he  took  when  making  the  last  gesture,  and 
to  let  this  attitude  fade  little  by  little  until  it  disappears  or  is 
merged  imperceptibly  into  the  next  meaningful  pose.  This 
method  makes  the  actor’s  playing  seem  very  natural  and  is 
strongly  recommended. 

Expression  must  have  unity.  Do  not  allow  an  actor,  under 
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any  circumstances,  to  express  two  things  at  one  time.  For  in¬ 
stance,  to  the  question,  “  You  no  longer  need  me?  ”  to  respond 
at  the  same  time,  “No”  with  the  head  and  “Go!  ”  with  the 
arms. 

Never  suffer  two  or  more  actors  to  make  gestures  at  the  same 
time,  even  if  they  are  in  different  groups  and  well  separated 
from  one  another,  for  the  simple  reason  that  we  hear  a  panto¬ 
mime  with  our  eyes.  The  eyes  can  perceive  adequately  only 
one  gesture  at  a  time.  While  the  spectator  is  looking  at  a  ges¬ 
ture  being  made  on  the  right,  if  another  is  made  on  the  left,  it  is 
true  that  it  will  be  seen,  he  knows  some  one  on  the  left  has  made 
a  sign,  but  he  will  not  have  seen  enough  of  it  to  understand  its 
meaning.  So  the  gesture  on  the  left  was  of  no  use,  since  it  could 
not  be  understood.  Unfortunately,  it  is  worse  than  useless,  it  is 
harmful.  Because  that  portion  of  attention  it  exacted  was  sub¬ 
tracted  from  the  total  attention  which  it  would  have  been 
desirable  to  concentrate  on  the  gesture  made  on  the  right. 

Suppose  this  fault  happened  frequently,  as  it  inevitably  will 
unless  some  one  controls  it  and  assures  a  better  order,  then, 
attracted  by  movements  executed  in  the  same  period  of  time, 
the  eye  will  rove  wildly  from  person  to  person  and  from  point 
to  point,  here  and  there,  seeing  first  one  and  then  another,  pref¬ 
erably  the  most  violent,  and  the  mind  will  receive  only  confused 
ideas,  absolutely  unintelligible. 

Therefore,  only  one  actor  should  make  expressive  gesticula¬ 
tions  at  one  time.  It  is  impossible  to  imagine  any  situation 
which  would  permit  an  exception  to  this  rule. 

It  is  true  that  several  actors,  addressing  the  same  person,  may 
gesticulate  at  one  time,  to  beg,  injure  or  threaten  him,  but  were 
there  a  hundred  or  a  thousand  of  them  they  always  represent 
one  crowd,  one  group,  one  unity,  in  short,  one  speaker.  And 
provided  that  this  crowd  and  the  person  it  is  addressing  do  not 
gesticulate  at  the  same  time,  but  each  in  his  turn,  the  dialogue 
will  be  as  clear  as  if  but  two  persons  were  on  the  stage. 
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Grouping  of  Extras  on  the  Stage 

As  a  general  experience,  stage  managers  do  not  give  the  req¬ 
uisite  care  and  knowledge  to  the  positions  of  extras  and  dan¬ 
cers  on  the  stage,  and  to  the  movements  required  of  them. 

It  would  be  delightful  if  each  director  were  a  painter  of  merit, 
for  he  must  continually  compose  real  stage  pictures.  And  he 
need  not  disdain  to  consult  the  scene  painters,  who  are  nowa¬ 
days  men  of  great  ability  and  talent,  and  whose  advice  would  be 
very  valuable,  were  it  only  as  regards  the  proper  perspective. 
Then,  at  least,  one  would  no  longer  be  distressed  by  such  faults 
as  the  following  example  illustrates: 

The  scenery  represents  a  countryside.  By  an  admirable 
effect  of  perspective,  the  view  extends  to  a  great  distance.  The 
stage  is  full  of  extra  players.  In  similar  cases  it  has  often  been 
noticed  that  the  shorter  people  have  been  placed  in  the  fore¬ 
ground  and  the  tallest  at  the  rear  of  the  stage,  against  the  back 
drop.  Now,  good  taste  and  judgment  compel  absolutely  the 
contrary  arrangement. 

Would  that  theatrical  producers  could  be  imbued  with  this 
idea,  that  it  is  their  mission  to  build  up  a  succession  of  interest¬ 
ing  stage  tableaux,  and  thus  employ  with  great  art  the  powerful 
resources  in  their  hands. 

On  the  other  hand,  their  attention  is  earnestly  called  to  scenes 
of  general  action,  which  may  be  classed  as  scenes  of  tumult  or 
mob-scenes.  These  are  precisely  those  calling  for  the  most 
order,  method  and  care  in  the  details. 

For  such  situations  a  director  who  will  cry,  as  has  happened 
many  times,  “  Go,  run,  agitate  yourselves,  throw  yourselves 
about  1  ”  is  a  man  who  does  not  know  his  trade.  Whether  the 
boards  are  to  set  forth  a  lively  fete,  a  riot,  or  a  scene  of  the 
height  of  disorder,  not  a  single  action  must  be  permitted  that 
was  not  pointed  out,  and  set  in  its  place  in  the  sequence  of  all 
the  other  movements.  This  is  easy  to  conceive,  because  the 
director  is  under  the  necessity  of  giving  the  audience  a  sensa¬ 
tion  accurately  planned,  so  all  movements  executed  must  con- 
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cur  in  giving  this  sensation.  The  total  incoherence  necessarily 
resulting  from  movements  done  from  an  individual’s  initiative, 
whatever  amount  of  zeal  and  intelligence  he  may  possess,  pro¬ 
duces  nothing,  not  even  the  impression  of  disorder :  the  outcome 
will  be  inartistic,  negative  as  regards  effect,  and  thoroughly  un¬ 
pleasant  to  witness. 

As  a  general  rule,  be  very  cautious  about  action,  because  of 
the  power  of  action. 

In  some  situations  a  mere  wink  of  the  eye  may  produce  a 
stronger  effect  than  a  hundred  men  ranting  to  the  utmost. 

For  the  final  word,  then,  let  the  spectacle  of  a  pantomime  be 
a  series  of  moving  pictures  which  each  gesture  changes  every 
moment,  but  not  incessantly,  for  they  must  contain  short  periods 
of  immobility  when  they  hold  the  pose. 

In  addition  to  this  ordinary  holding  of  the  pose,  the  stage 
manager  will  come  across  certain  points  in  any  pantomime  which 
may  be  called  major  moments ,  either  due  to  the  intensity  of 
the  action  of  the  play,  or  to  the  importance  resulting  from  the 
total  attitudes  of  all  the  characters.  In  order  to  distinguish 
these  moments  and  get  their  full  value  across,  he  need  only 
prolong  the  usual  pause  of  gesture  into  a  kind  of  high  point, 
that  is,  to  increase  by  several  seconds  the  usual  wait  following 
each  one’s  last  gesture  which  will  produce  for  a  brief  period,  a 
genuine  living  picture.  (Tableau  vivant.) 

Well-spaced,  well-chosen,  and  carried  out  with  tact,  these 
effects  of  the  pause  cannot  fail  to  get  over  the  footlights. 
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THE  ACCOMPANIMENT  OF  MUSIC 

When  present  at  a  performance  of  a  drama  played  in  a  foreign 
tongue,  the  spectator  first  experiences  a  sense  of  disturbance 
from  hearing  words  spoken  whose  meaning  is  unknown.  But, 
as  the  mind  gives  up,  little  by  little,  the  habitual  effort  to  attach 
precise  meaning  to  the  spoken  word,  he  soon  perceives  only  the 
picture,  the  movements,  and  the  action,  and  the  oratory  of  the 
players  becomes  a  sort  of  song  composed  of  modulations,  some¬ 
times  soft  and  tender  as  prayers,  and  again  bitter  and  fierce  as 
the  cries  of  anger.  Finally  the  drama  becomes  a  kind  of  play 
without  words  whose  music  is  the  voice  of  the  actors. 

It  is  the  author’s  belief  that  the  real  mission  of  music  in  a 
pantomime  is  to  take  the  place  of  the  voice  of  the  characters 
and  to  render  this  same  inarticulate  eloquence,  these  emotional 
modulations  which  are  the  natural  expressions  of  human  feeling. 

The  tragedian  Rossi  bequeathed  an  absolutely  unforgettable 
impression.  At  the  moment  of  killing  Desdemona  he  stood  at 
the  front  of  the  stage  and,  without  a  motion,  but  with  his  face 
frightfully  distorted,  he  sent  forth  a  prolonged  moan,  weak  at 
first,  but  which  grew  stronger  and  stronger  until  it  burst  into 
a  kind  of  fearful  roar:  and  when,  all  of  a  sudden,  he  disappeared 
behind  the  curtain  which  concealed  the  bed  where  Desdemona 
lay,  everyone  saw  in  all  its  horror  the  deed  he  did  there.  No 
line,  no  powerful  and  perfect  literary  expression,  could  produce 
such  emotion  as  this  cry  without  a  word,  a  syllable.  This  cry 
was  like  the  music  which  portrays  an  emotion. 

Should  a  pantomime  be  accompanied  by  an  orchestra  or 
simply  by  a  piano? 

If,  after  what  has  just  been  said,  music  is  acknowledged  to 
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be  the  voice  of  the  mime,  it  must  be  admitted  the  piano  does 
not  fulfil  the  desired  object. 

When  nothing  else  can  be  obtained,  it  will  have  to  satisfy,  it 
is  always  better  than  a  drum;  but  a  musician  who  can  secure 
an  orchestra,  even  a  simple  quartette,  would  do  wrong  to  prefer 
a  piano  under  the  trifling  pretext  that  with  this  instrument  alone 
it  is  easier  to  follow  the  actor’s  play. 

Should  the  “  Leit-Motif”  be  employed? 

Certainly,  it  is  emphatically  called  for.  Should  not  a  char- 
acter  have  a  personality  distinguishing  him  from  the  others  in 
the  cast? 

It  may  be  presumptuous  to  advise,  but  musical  composers  are 
recommended  to  associate  more  definitely  with  each  of  the  cast 
an  instrument  typical  of  the  character:  as  the  flute  for  the 
maiden,  the  cello  for  the  lover,  the  bassoon  for  the  old  father, 
the  clarinet  for  the  funny  man  —  etc. 

At  what  time  should  the  music  of  a  pantomime  be  composed? 

The  custom  is  to  proceed  with  a  pantomime  as  with  a  ballet. 
When  the  author  has  finished  his  script  he  confides  it  to  a  musi¬ 
cian  who  writes  the  music  for  it  according  to  his  fancy,  follow¬ 
ing  his  own  notions  of  the  interpretation  of  a  work  in  dumb 
show.  The  outcome  of  this  is,  that  before  even  the  first  re¬ 
hearsal,  the  producer  is  confronted  by  a  play  within  strict  limi¬ 
tations  which  must  be  interpreted  just  as  it  is.  This  could  only 
prove  the  correct  method  if  the  author  had  not  committed  the 
least  error,  and  if  the  musical  composers  were  gifted  with  a  mi¬ 
raculous  intuition  as  to  all  the  acting  that  would  be  found  neces¬ 
sary  —  of  all  the  gestures  that  ought  to  be  made,  their  number, 
their  degree,  and  their  duration,  so  that  he  should  not  write  one 
bar  too  many,  nor  one  bar  too  few.  In  other  words,  the  author 
and  the  composer  would  have  to  possess,  both  of  them  equally, 
not  only  a  complete  experience  of  pantomime,  but  an  infallible 
knowledge  of  the  art. 

Can  it  be  hoped  that  such  is  always  the  case? 

Far  from  it.  Due  to  this  very  impractical  method  of  collabo¬ 
ration,  what  usually  happens  is  this:  From  the  very  first  re- 
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hearsal  the  artist  finds  his  work  constricted  by  the  music  as  by 
a  too  narrow  suit  of  armor.  He  has  no  liberty  to  seek  truthful 
expressions  or  the  correct  kind  and  length  of  gesture;  he  is 
solely  under  the  obligation  to  follow  the  music,  whatever  it  is. 
He  is  continually  forced  to  present  within  four  bars  a  scene 
which  requires  thirty,  or  to  fill  in  thirty  bars,  no  matter  how, 
with  work  for  which  four  would  have  given  sufficient  time. 
From  this  two  serious  faults  inevitably  result:  first,  phrases  in¬ 
sufficiently  outlined  which  cause  misunderstanding;  and  second, 
others  irksomely  repeated  which  cause  the  show  to  drag. 

Here  is  what  actually  happened  to  a  ballet-pantomime  in  one 
of  the  principal  theaters  of  Paris.  For  the  entrance  of  the  re¬ 
cruiting  sergeant,  an  important  role,  the  musician  had  composed 
a  march  of  32  measures,  a  quickstep  of  charm.  The  sergeant 
enters  with  many  airs.  At  the  end  of  the  4th  measure  he  has 
arrived  at  the  prompter’s  box,  and  twenty-eight  bars  are  still 
to  be  played.  The  director  reproaches  him:  “  You  came  down 
stage  too  fast.  Once  more.” 

The  sergeant  moderates  his  gait;  he  even  halts  a  moment  on 
the  way,  and  still  finds  himself  in  front  of  the  prompter’s  box 
at  the  eighth  bar  of  music.  The  musician  cries:  “ There  are 
still  twenty-four  bars  to  be  played.”  Then  the  director  advises 
the  actor  to  bow  to  right  and  left  Where  the  promenaders  and 
small  merchants  come  and  go  on  the  stage;  also  the  dancers  are 
ordered  to  step  in  front  of  the  sergeant  and  surround  him.  The 
sergeant  begins  all  over  and  this  time  does  not  arrive  at  the 
footlights  until  the  16th  bar.  Still  there  are  sixteen  measures 
too  many.  The  musician  storms,  the  director  loudly  expresses 
his  astonishment  at  the  actor’s  awkwardness.  The  sergeant  has 
lost  his  air  of  bravado,  he  swallows  a  just  imprecation. 

Nevertheless,  he  starts  his  entrance  again,  and  on  the  signals 
of  the  ballet-mistress  and  director,  he  bows  to  right  and  left; 
he  chucks  the  chin  of  a  flower-girl,  then  of  another;  he  waves 
some  vague  gestures.  Seeing  that  in  spite  of  all  this  he  is  al¬ 
ready  drawing  near  the  footlights,  he  steps  up  quickly  towards 
the  group  on  the  left  which  he  salutes,  then  he  salutes  the  group 
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on  tlie  right  likewise;  then  he  taps  a  cheek  here  and  there.  His 
face  expresses  just  one  thing,  “  Is  this  music  ever  going  to 
end?  ”  Alas,  no,  there  is  more  of  it.  So  he  bows  very  courte¬ 
ously,  and  bows  and  bows.  Never  was  there  so  polite  a  sol¬ 
dier. 

At  last  the  thirty-two  bars  are  ended,  the  action  is  about  to 
take  place. 

The  handsome  recruiting  officer  must  get  a  young  villager 
drunk  and  persuade  him  to  sign  up  for  the  Army.  Now,  un¬ 
fortunately,  the  opposite  fault  prevails  and  there  is  not  enough 
music.  The  unlucky  sergeant  must  hurry,  quicken  his  gestures, 
and  has  not  expressed  a  quarter  of  what  he  should  before  the 
music  for  the  following  scene  commences. 

The  director  pushes  the  action,  cuts  and  shortens  it  to  the 
point  where  the  scene  loses  its  significance.  And  some  day  this 
director  will  say,  “  It’s  odd  that  the  public  doesn’t  like  panto¬ 
mimes.” 

What  is  indeed  odd  is  to  dare  produce  a  spectacle  when  one 
understands  nothing  about  it.  As  a  matter  of  fact,  it  is  not  the 
composer  of  the  music  who  is  to  blame,  but  the  author  whose 
manuscript  is  so  unfinished  that  no  one  can  draw  definite  in¬ 
formation  from  it. 

It  is  worth  while  to  repeat,  that  the  prime  necessity  is  that 
the  play  should  be  completely  written  out,  the  dialogues  of 
scenes  as  for  a  drama,  and  that  it  must  contain  all  the  ideas 
which  need  to  be  acted  out  in  dumb  show. 

Only  then  should  the  author  approach  the  musical  composer, 
and  dramatize  his  play  from  beginning  to  end  before  him.  Then 
the  two  should  decide,  bit  by  bit,  the  sentiment  and  the  duration 
of  the  music  for  each  movement,  each  action,  each  line. 

The  composer  should  make  a  plot  of  the  whole  score.  That 
is,  should  outline  as  a  whole  the  style,  the  motifs,  the  move¬ 
ments  and  desirable  effects.  He  should  note  exactly  what  num¬ 
ber  of  bars  of  music  are  necessary  for  a  certain  movement,  a 
certain  action,  a  certain  line. 

So  the  writer  must  be  capable  of  acting  out  his  script,  at  least 
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from  the  viewpoint  of  time  required  for  each  expression,  or  else 
he  should  bring  with  him  an  experienced  pantomimist.  Un¬ 
doubtedly  this  is  a  troublesome  and  difficult  task,  but  it  is  the 
only  method  to  attain  a  satisfactory  result. 

While  the  composer  is  writing  the  score,  the  author  can  begin 
to  put  on  the  play  and  teach  his  interpreters  what  is  expected 
of  them. 

This  work  carried  out  in  silence  is  excellent,  because  it  allows 
the  writer  to  polish  up  belated  details  and  to  interrupt  as  many 
times  as  is  necessary  with  more  ease  than  if  the  musician  were 
present. 

When  at  last  the  day  of  the  first  rehearsal  with  music  arrives, 
in  spite  of  all  the  precautions  taken,  the  director  must  expect 
some  surprises  and  slight  misfits. 

This  first  trial  of  associating  the  acting,  free  up  to  this  time, 
with  the  music,  will  produce  a  certain  nervousness  in  both  actors 
and  author.  But  thanks  to  this  plan,  if  used,  the  difficulties 
will  only  be  slight.  Gradually,  by  mutual  concessions,  they 
will  grow  into  unity ;  the  gesture  will  be  molded  by  the  musical 
phrase,  and  the  musical  phrase  will  become  the  voice  of  the  ges¬ 
ture  and  everyone  will  be  thrilled  with  rare  joy  in  seeing  the 
play  suddenly  come  to  life,  and  become  warm,  eloquent  and 
vital. 

The  pantomime  should  not  submit  to  the  rule  of  the  music, 
but  the  music  should  subordinate  itself  to  the  demands  of  the 
pantomime. 

The  next  point  is  to  determine  what  variety  of  music  is 
appropriate  to  a  silent  drama. 

For  a  long  time  pantomimists  have  had  to  be  content  with  any 
kind  of  a  dance  tune  played  over  and  over  until  the  fall  of  the 
curtain,  which  was  actually  a  hindrance  rather  than  a  help. 

Some  authors  of  today,  falling  into  the  opposite  extreme, 
declare  that  every  movement,  excepting  none,  should  be  mi¬ 
nutely  detailed  by  the  accompaniment. 

Evidently  these  latter  are  nearer  the  truth,  but  exaggeration 
in  this  direction  may  also  become  a  fault. 
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Pantomimes  may  be  divided  into  three  varieties  of  scenes  for 
the  consideration  of  the  composer. 

ist  — Scenes  of  Preparatory  Action ,  which  do  not  need  to  be 
musically  indicated  in  detail.  For  instance: 

“  The  servant  lays  the  table  It  would  be  perfectly  childish 
to  have  him  place  each  knife  and  fork  in  time  to  a  set  note. 
Or  — 

“  The  newly-wed  receives  the  guests.”  Would  it  not  be 
ridiculous  to  make  the  guests  sit  down  in  a  rhythmical  manner? 

A  motif  which  interprets  the  general  sentiment  of  the  scene 
is  quite  sufficient  up  to  the  moment  when  the  plot  takes  a  more 
active  turn. 

2nd  —  Scenes  of  Action ,  which  comprise  all  movements  hav¬ 
ing  important  meanings;  all  decisive  gestures;  all  really  dra¬ 
matic  scenes.  It  is  readily  understood  that  these  have  every¬ 
thing  to  gain  by  being  aligned  in  detail  with  special  motifs;  by 
longer  or  shorter  melodies ;  or  by  simple  chords. 

3rd  —  Scenes  of  Dialogue.  The  dialogue  of  a  pantomime 
should  be  treated  just  like  the  recitative  of  an  opera.  The  com¬ 
poser  can  let  himself  go  with  all  possible  spirit  and  inspiration, 
provided  he  keeps  within  the  limits  of  the  acted  line,  whose 
length  often  differs  noticeably  from  the  spoken  line. 

There  is  an  effective  device  which  might  be  called  the  acted- 
out  song.  It  is  a  succession  of  ideas  cut  out  of  several  scenes  by 
a  unique  refrain.  The  author  must  lead  up  to  this  effect  and 
the  musician  grasp  it. 

Finally  the  use  of  a  very  powerful  aid,  Silence. 

Absolute  silence  abruptly  following  the  sound  of  the  orches¬ 
tra  attracts  attention  more  than  the  report  of  a  gun.  Therefore 
this  effect  must  be  reserved  for  scenes  of  the  greatest  interest. 
For  instance,  a  character  has  to  commit  a  murder;  the  victim, 
unaware  of  the  danger  threatening  him,  is  three  steps  from  the 
assassin.  While  this  latter  takes  these  three  steps,  while  he 
lifts  his  dagger,  and  until  the  moment  he  strikes,  silence  is 
infinitely  more  eloquent  than  any  orchestral  effect  possible. 

Silence  is  Holding  the  Breath;  and  this  definition  gives  the 
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maximum  length  of  a  silence.  A  last  thought  on  the  subject  of 
the  accompaniment  of  music  is:  it  is  not  sufficient  for  the  com¬ 
poser  to  have  talent  to  make  a  good  score  for  a  pantomime,  he 
must  also  have  enough  self-abnegation  to  deny  himself  rigor¬ 
ously  all  effects  of  his  art,  even  the  most  excellent,  which 
might  draw  special  approbation  to  the  music,  and,  in  conse¬ 
quence,  would  distract  the  spectator’s  state  of  mind  which  is 
always  supposed  to  be  under  the  spell  of  a  dream. 

This  does  not  mean  the  musician  should  avoid  making  use  of 
his  full  talent,  but  rather  that  the  proofs  of  his  highest  ability 
be  so  perfectly  adapted  to  the  dramatic  action  that  the  benefit 
extends  to  the  whole  work. 


CHAPTER  X 


THE  BALLET 

Little  will  be  said  on  this  subject.  Ballets  consist  of  acted 
scenes  and  dancing  scenes.  The  acted  scenes  of  a  ballet  should 
be  played  exactly  like  the  scenes  of  a  pantomime  and  all  that 
has  been  said  in  this  book  applies  to  them. 

As  the  dancing  scenes  are  governed  specifically  by  the  prin¬ 
ciples  of  their  own  art,  their  discussion  does  not  belong  here. 

Nevertheless,  when  considering  that  French  ballets  are  be¬ 
coming  inferior  to  those  of  other  nations,  that  the  public  has 
lost  interest,  and  frankly  declares  itself  bored,  that  it  must  be 
inferred  that  this  is  because  people  really  are  bored;  that  this 
is  due  less  to  the  inadequacy  of  the  dancers  as  such  than  to  the 
dull,  commonplaceness  and  confusion  of  the  action,  it  may  be 
well  to  express  some  earnest  wishes. 

If  only  directors  would  cease  thinking  that  it  is  sufficient  to 
exhibit  pretty  girls  in  rather  suggestive  costumes  which  serve 
to  display  their  natural  charms,  and  require  these  ladies  to 
know  how  to  act  and  dance. 

If  they  would  only  recognize  their  mistake  in  believing  that 
the  libretto  of  a  ballet  is  of  no  importance;  that  it  can  be 
patched  up  in  a  few  lines  requiring  no  special  knowledge,  and 
thus  may  be  requested  from  any  friend  they  wish  to  please, 
or  to  the  first  comer  it  is  to  their  interest  to  gratify. 

If  they  would  finally  give  up  trying,  without  understand¬ 
ing  anything  about  it,  to  put  the  show  on  by  themselves,  instead 
of  turning  it  over  to  men  of  professional  experience. 

The  union  of  dancing,  acting  and  music  can  produce  the  most 
graceful  and  enchanting  spectacles.  It  is  a  very  delicate  art 
which  demands  special  talents  and  infinite  taste.  In  the  hands 
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of  an  ignoramus  the  results  are  flat,  tedious,  and  even  repellent, 
for,  in  spite  of  oneself,  one  is  indignant  to  see  valuable  resources 
squandered  through  stupidity.  Usually  the  scenery  is  marvel¬ 
ous,  the  costumes  exquisite,  and  the  musical  score  charming, 
only  the  libretto  and  the  direction  of  the  work  are  worthless. 

Without  going  into  details,  these  observations  are  addressed 
to  authors  of  ballets: 

A  ballet  should  be  a  play. 

Of  course  its  subject  should  be  rather  simple  and  pleasing 
but  still  it  demands  the  same  qualities  of  clearness  and  interest 
as  any  other  kind  of  play.  Its  means  of  expression  are  panto¬ 
mime  and  dancing.  Hence  this  acting  and  dancing  must  ex¬ 
press  something,  must  mean  something. 

The  corps  de  ballet  must  have  a  reason  for  being  in  motion. 
The  dance  should  harmonize  with  the  action. 

It  is  well  understood  that  a  dancing  scene  can  be  only  a  scene 
capable  of  expression  by  dancing;  but  nevertheless,  this  scene 
must  be  pertinent  to  the  entire  plan.  So  dancing  must  be  re¬ 
garded  as  a  means  of  expression,  as  having  the  same  title  as 
pantomime  to  be  called  a  language,  and  not  merely  a  brilliant 
exercise,  without  significance,  and  similar  to  any  acrobatic 
interlude.  Therefore,  authors  and  stage  managers,  before  as¬ 
suming  to  compose  and  regulate  ballets,  should  first  learn  what 
dancing  and  pantomime  really  consist  of,  and  know  the  art  of 
using  them  as  means  of  expression.  Then  only  can  the  public 
hope  to  witness  interesting  ballets. 


. 


Date  Due 


!UE  K1; . 

i  w  ^ 

mu  9  r 

RFTiIRN 

MAR  2  1 

<LIURN 

jun  «  i 

I\L  1  Uflll 

%c  m 

•~:Ar 

OCT  15 

RETURN 

'/V 

y  jwjfKff 

gpje  Mfl\ 

'24'89 

M4Y  2  6 

RETURN 

- 

OCrTOV  "try 

if  — 

urn.  m  Hi 

n 

RETURNE 

f  i:B 

PIT 

flEIUflltf 

returned 

&iii  £i 

)uc FEB  22 

: 

t 

FEB  l 

S Rtf URN 

P  T 

let's 

PCT|!»W 

MAY  2  a  'Pa 

JUN4  R 

FTURM  i 

l\  L.  5  U  1  1 

nHI — fc-af — rr 

Af-T  4  n  in/ 

- 1 ynn  \ 

EDUC 

yyS  XO  % 

HfT 

DITTIIDM 

JSEIURN  c 

CTR  8ttl  ; 

y  v  J  t 

nkl  UKW 

BWE  EDUC 

MAY  4  '84 

kR  i  5  199' 

!  i  RETUij 

PN  Aubert,  C. 

1985 

A889 


£DUUf\liUtt 


LtbKARI 


107776 


